


USHA SATYAVRAT 3S Z 





cliam mene " D —À i t m e —— Án - = ee 2. zd : 








CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 


















E: Es Sanskrit drama has a hoary antiquity. 
_ It goes back to more than two thou- 
. sand years and is responsible for 
- giving the world literature some of its 
 master-pieces. In the present century 
it represents the latest link in the chain - 
r x Qi its development. This link is the 
dn of the cumulative efforts of a 


| rom all E of India. The author 
E E $ a — takes up this for her study in the 
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E her represent some of the very best | 
in contemporary Indian literature. å 


E- eople in general, including some 
= Sanskritists, arc not aware of the vast 
Ey extent of the twentieth century drama- 
. e ti c literature in Sanskrit. The value 
= - of the present work lies in bringing it | 
E — into bold relief. This work, the first of 
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i [vs ag peere number of Sanskrit play- 
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E Ae literature by their valuable works. It 
M. nt CONNU leh o notice this vast 
DM d : pe one single volume. - The 


li 


auth lor has. DM lannedia s series 


tD a D 0 


















4 


zs 
st 


-— emma ses — 


‘ps trum fo ac ee all 
ie view fifty O ne p ays. The 
author approa hes h 'subjec ha 
think king ai ind a se ensitive 1 mind and - | UMS f 
br ing gs to bear on it a critic's in cisive- 
ness mellow zed by w armth of appre 
tive spirit. s: 


» os » 2- 


j Delh i. Digitized by S3 Foundation USA 


Teg ts 


m 


' 

Y 

£: 

; a 
i 

i . r. 

M -` 

I. a 

LE e 

a" M 


r 
P 
m 
A : 
« 
^ 
d s 
i 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 





Wit 4. 


oa e 













! SANSKRIT DRAMAS OF THE TWENTIETH CENTURY - 


; 
1 
bal + 
s ~ - DK ^w 
E a -= - i + » 
x ES SAS REM 





4 A. 
‘0 Y 
D 


* a «$0. 
. hy X B; = A 195r " e ame. ug z 
à s ye > ee 
“as ak E , ^. A- ` e “st. X 


Sanskrit Dramas Of The 
I wentieth Century 


Volume 1 


USHA SATYAVRAT 
M.A., Ph.D. 
Department of Sanskrit. 
Modern College for Women, 
UNIVERSITY OF DELHI 


Sole distributors 
MEHARCHAND LACHHMANDAS 


Oriental & Foreign Booksellers & Publishers 
DARYAGANJ, DELHI (INDIA) 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 


Pu $9 eS i ad sf 






See oe te. 
Y: . t R i 
| 
i First Edition : 1971 


Price : Rs. 65.00 


.- 
- 
' 
. > 
LI 
a 
- 
c 
- 
E 






eos 





ie) > 


pe a analay 








hs | East Avenue Market, 
by Usha Satyavrat, 







1 
# 


4 ‘ pub 
3 3 pce | t oY 


= 
A a^ d, » à 
A ; ` = 
pos a uv erm ; P M io Tt - : 
$ m Li x ES , z 4 ) my 3 
r E uu oT a s i2 k i 
an a ee — jJ, K è 
^e . "uu c 


a 
x 





4 
s 
Pa 
r.v 
. 
.^ 
| 
| 
i 
1 . 7 
" | 
I 
' 
* - 
( 
é 
x . 
A ] 
~ 





ar ay am E hs 
ey "8 
b b P 
5 
totu zy 
d m: 
$2 
| ewes 
o § 5^0 
wo 
: Cà do ARS ere. 
og VU Cu 
E o9 vd 
. "UJ - e 
j > & A E 
Ew Le 
Læ 
O o9 
YW ovg 
; oD 
"3o 
: 
E 
Oo 
c 
JM 
E] 
[^7] 
2 
2 
























Contents = 
Pages " 
PREFACE Mr | ioc? ix 
INTRODUCTION ics $m - xiii 
I BIOGRAPHICAL PLAYS | g 
1. Mahaprabhuharidasam € RA 3 Sips E 
2. Bhāratahrdayāravindam d : c 8 = 
8. Saktisaradam see . AUT AES EV 
4. Bhaskarodayam + | - 18 x 
5. Anandaradham " xx Gc . 24 T 
6. Vimalayatindram : B x 25932. € 
7. Dinadasaraghunatham oe oo iOS = 
8. Vijayanka A. A. 315952 E D 
9. Vikatanitamba ES we 54 eee 
10. Avantisundari oat ox 56 ES 
11 Kálidásacaritam st z 60 em 
II HISTORICAL PLAYS E 
12. Vangiyapratapam | x TUS Be 81 AGER 
13. Mivarapratapam I 2 88 
14. Sivajicaritam ID Zr 93 
15. Bhàratavijayanatakam = eek 3 114 DE 
16. Viraprthvirajavijayanatakam aren | V elc 
17. Virapratapanatakam LT are 50 — 
18. Samyogitasvayamvaram gc eee 141 ae | 
19. Chatrapatisamrajyam aes ee 151 Erde: - 
20. Pratápavijayam s ves 20 abl n 
III HUMOROUS PLAYS ed Fe 
| : 21. $rhgáranaradiyam oe se 
qe SON 22. Kaundinyaprahasanam tI e CoC 
x 28. Ubhayarüpakam 2m 
| 24. Vimuktih Ts 


4, . - Fi TN". 
|. ... CC-0. Prof. Satya Vrat Shastri Colle ction 
D t wa ie eo. CA eee 





» b^ - Na Tei a =» 
La Tof ences WOR | tee 





































vill 
IV MYTHOLOGICAL AND LEGENDARY PLAYS Pages 
— 25. Virájasarojini oe vec | 203 
-. .— . 26. BhaktasudarSananatakam - E 213 
|». — — 97. Bhübharoddharanam xx en 219 
EP 28. Kautsasya gurudaksina 3s 2 227 
: EU 29. Chayasakunta am ix es sie ies 231 
30. Devayani y: 2 241 
as 31. Yamini — A. d. 244 
io 32. Kalipradurbhavam E: E Ac est 247 
E a 33. Pratirajasuiyam cee gee SS obra 251 
: ES - 34. Udgatrda$ananam ee DM 257 
= 85. Durgabhyudayam ~ s cee PN Sea. 215 
Ex 36. Naladamayantiyam 5 wee v0. 281 
|. — .— — 87. PraSantaratnükaram ote. ungcsiinc 2288 
ae He = 88. Samavatam d ee Ecce X908 
| = 309. Laksmisvayamvarah d see msoeRbes (1922 
sos 40. Rasalila em we gra e t 3904 
; i — 41. KamaSuddhih SoC TEES -327 
V POLITICAL PLAYS xc 
— 42. KaSmirasandhanasamudyamah ee 505 -336 
— 48. Hyderabadavijayam tene Mu Ei. 339 
Ev SOCIAL PLAYS 5. UC Idcm EA 
| 44. Parinamah. LT T: PECORE SER 853 
s Parivartanam =< Ae as 370 | 
e . 46. Sarojinisaurabham i e E ed aadie78 
E  Markatamardalikah 2s we cae ese peas 595 
, 48. Ayodhyakandah e TET EDS ee 398 
AISCELLANEOUS PLAYS À : 
49. 3 ahimamayabharatam HT ETT 8509 
50. Prakrtisaundaryam E. c TUS 413 
n P m eaves EC 423 
MER esa 431 





Preface 


CHOICE OF SUBJECT 


The present work represents substantially the thesis that I had prepared in 
early Januery 1965 for the Ph. D. degree of the University of Delhi. It took 
me some five years of hard labour to complete and submitit. The year 
1960 had just dawned when Dr. N. N. Choudhuri, the then Professor and 
Head of the Department of Sanskrit inthe University of Delhi, asked me 
to work onthe Twentieth Century Sanskrit Dramas for my Ph. D. thesis. 
That time I had no clear idea of the number, size and the literary value 
of these dramas. Still the subject caught my fancy, forone thing, it was 
new andas yet untouched, for the other, it enkindled in me the hope of 
walking into pastures anew. The topic approved, I started my work on it. 
COLLECTION OF MATERIAL 


My first problem wasto get atthe dramas very few-only a handful - of 
which were available with local booksellers. I did not know as to how I could 
acquire them. Dr. Choudhuri gave me a few. For the rest I had to begin a 
search which proved as the most fascinating experience of my life. I 
had some very valuable tips from the professors of modern Indian languages 
in this University. They supplied me with the addresses of some of the 
Sanskrit playwrights they knew of in their respective provinces. Then 
there wasthe ever-helping Dr. Raghavan who not only supplied me with 
the copies of his own plays but sent his personal copies of the plays written 
by others and readily gave all the help I needed. 

LIMITING THE NUMBER OF PLAYS 


With all the information pouringin I discovered that the number of the 
Sanskrit dramas would be inordinately large. I knew that I would not be able 
co include them in single volume. Several volumes will be required to criti- 
cally notice this entire class of literature. The present volume may therefore 
be seen as the first among the series of many such volumes on the subject. 


While dealing with the dramas I have taken one precaution. I have 
tried within the framework of the available material to give a complete study 
of some of the authors like Dr. V. Raghavan, Sri Y. Mahalinga Sastri, 
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Mahamahopadhyaya Haridása Siddhantavagi$a, Sri Mulshanker Maneklal 
Yajnik, Mahámahopadhyaya Bhatta Mathura Nath Shastri (except his 
Sankaravijayam which could not be had) and Sri Nirpaje Bhima Bhatt. The 
only exceptions are Dr.J. B. Chaudhuri and Sri S.B. Velankar some of 
whose works have come to me only recently and will be included in the second 
volume along with the other authors as the study of Modern Sanskrit Drama 
is now a passion of my life. I shall continue my work on the same till the last 
ounce of energy is left in me. 

PLAN OF WORK 

Before taking up the work I evolved a plan in my mind. I decided that I 
should take up each drama as a unit in itself. First of all I should say a few 
words about the author, the place and the year of the publication of his 
work under study and its peculiarity, if any. After this should come the plot 
followed by characterization and critical appreciation which should include 
the evaluation of the language, style and the dramatic art of the work 
studied. I have followed this uniform pattern for my study with the 
difference that wherever an author had written more than one play ofa 
particular class the combined critical appreciation is given at the end of the 
latest of his plays. For fear of the work becoming unwieldy I have 
included only the important characters in the present study. 

The plays have been grouped topic-wise. In each group the arrange- 
ment is generally based on the alphabetical order of the names of the authors. 
If however a writer has written more than one play of a particular group 
all these plays are studied together in the chronological order of their 
publication. Farces have been treated as a separate category as they have 
been treated all along the Indian tradition. All those plays which are 
explicitly stated or implicitly found to be farces have been included in this 
grouping though on the basis of the theme they could well have been inclu- 
ded in other groups. : 

BREVITY AND CONCISENESS : THE PRIME CONSIDERATIONS 

The need for brevity and precision has been there before me all the 

time. I have tried to be as compact and to the point as was possible 

within the limitations of my study. While judging this work one thing 

should be kept in view, viz., it is not a study of a work or a number of works 
but a whole literature. From the plan of the work as given above it 

should be clear that whatever I have done is on the side of the minimum. I 
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could not have been briefer. The whole work would then have given the 
appearance of being sketchy and ill done. It could well be urged here that 
I could have reduced the bulk of the work by omitting the plots of some 
plays based upon the Epics and the Puranas. But that was neither practical 
nor desirable. For one thing, the number of such plays is not much - there 
are only about a score of them - and the reduction in the bulk by omitting 
their plots would not have been appreciable -and for the other the 
plots as given by the playwrights differ materially from their versions 
as found in the Epics and the Puranas or the history books and so could not 
be omitted on the plea that they are well known. Again, to give the plots of 
a large number of plays and toomit those of a few of them would have 
violated the symmetry which it was not desirable to sacrifice for the doubtful 
gain of saving a score or two of pages. 

WORTH AND UTILITY OF THE TWENTIETH CENTURY PLAYS 


Now a word here onthe criticism of those who look upon the twentieth 
century Sanskrit plays or, for that matter, the entire twentieth century Sans- 
krit literature, as something inconsequential. With their minds occupied with 
older writers they refuse to appreciate its weight and importance. To them I 
would humbly submit that they should better leave their prejudices behind 
and approach the modern Sanskrit literature with a receptive mind. Once 
they do so there is no reason why they should not respond to its greatness. 
Creativity or originality is not the monopoly of any particular age. A 
literature does not lose its importance or greatness because it is written in 
a particular period of time. Modern Sanskrit literature has enough in it to 
interest any objective connoisseur. In its volume, content and presentation 
it can easily match some of the best pieces in world literature. 


The primary purpose of drama is to entertain. Judged by this criterion 
modern Sanskrit drama comes out eminently successful. Most of the plays 
dealt with here have been staged, some of them more than once, and found 
stageworthy. This again is an answer to the criticism of those who believe 
that Sanskrit stage is extinct. There are several well-organized Sanskrit 
dramatic clubs like those of the Pracyavani of Calcutta, the Brahman Sabha 
of Bombay, the Samskrita Ranga of Madras which offer presentations 
of Sanskrit plays, both ancient and modern. Sanskrit dramas still enjoy 
considerable popularity in the country and draw packed houses, whenever 
and wherever they are staged. 
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TRANSLITERATION AND PRINTING 
The standard symbols for transliteration have been employed in the 


work. Generally (with a few exceptions; there could be no hard and fast 
rule for it) the pattern followed about the diacritical marks with regard to 
the proper names is that in the proper names occurring in epics and mytho- 
logy they have been used while in the historical or others (like Pratapsingh, 
Shivaji) they have been avoided. 

All necessary efforts have been putin to detect printing mistakes and 
set them right. Still afew might have escaped notice. For this I request 
the indulgence of scholars. 
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Introduction 


NEW TRENDS AND TENDENCIES 


Sanskrit drama goes to a hoary past. It hes an uninterrupted history of 
more than two thousand years. How it came into being nobody knows. Its 
origin is very much shrouded in mystery. There are various theories in the 
field including the traditional one of its creation by Brahma as recorded 
in Bharata's NatyaSastra. the first extant Sanskrit treatise on dramaturgy, but 
none of them singly satisfactorily explains its origin. Be that as it may, 
Sanskrit drama came to stay in India much earlier than the birth of Christ 
and has had an unbroken history. It has given us masterpieces in the works 
of Bhása, Kālidāsa, Stdraka, Bhavabhüti, to mention only a few of the great 
names. The modern Sanskrit drama or the drama in the twentieth century 
is the latest of the links in the chain of the development of the mighty 
Sanskrit drama. 


In its close-up view Sanskrit drama upto the present century falls into 
a pattern. It is seen to follow certain well-defined dramaturgical convent- 
ions codified by the ancient sage Bharata and gives the appearance of 
something very much stereotyped so far as language, expression and technique 
are concerned. But oflate,the Sanskrit playwright has ventured to come 
out of his shell and is beginning to give us a drama which.breathes fresh spirit. 
A new wind of changeis beginning to sweep over the Sanskrit world where 
a break with the past is clearly discernible. The twentieth century Sanskrit 
playwright living in and working in the modern scientific and technological 
age is well disposed to making experiments and introducing certain changes in 
his plays in keeping with the demands of the age. There are clearly certain 
trends and tendencies in it which point to Sanskrit drama. shedding off its 
rigidity of exterior and developing a pliability which goes well with a class 
of literature which is growing and developing, incorporating into it many 
changes and yet maintaining a continuity with the past. Sanskrit drama 
remains no longer psychological or spiritual; it is turning, though slowly, into 
social, ethical and intellectual. It no longer represents the mind in repose; 
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it is venturing also to represent the mind in action. It no longer maintains 
an ideal isolation: it has started coming closer to society in its trials and 
tribulations, joys and sorrows, hopes and aspirations. It is endeavouring now 
to reflect, perfunctorily though, the renaissance in Indian society, the rebirth 
of a nation. 

ABSENCE OF PRAKRITS | | 

Bharata lays down the use of Prakrits in a play by certain characters like 
women, jester, menials etc. This was when Prakrits were spoken and under- 
stood along with Sanskrit. Sanskrit playwrights in obedience tothis rule 
made Prakrits an essential and inseparable part of their plays even long after 
Prakrits had ceased to be effective media of expression. Sanskrit 
continued to be patronized by people (though their number was not very 
large ) while Prakrits were forgotten and had become unintelligible. Of 
late a tendency is visible in Sanskrit drama either to avoid Prakrits or to 
' replace them with modern vernaculars! Asan example we may mention 
the Bhübharoddharanam? where. Mathura Prasad Dikshit puts Hindi in 
place of Prakrits. In another of his plays the Bharatavijayanatakam® he 
uses Newari (the language of Nepal) instead. In tbe Paniniyanatakam;! 
recently come to our notice, Gopalashastri DarSana Kesari employs 
Bhojpuri in place of Prakrits. 


CHANGES IN EXPRESSION 
With regard to expression too there isa tendency to shed off puritanism 
and incorporate certain foreign words either by Sanskritizing them or 


1. It seems to have had its beginning sometime in the medieval age when songs in 
Sanskrit plays could be found in contemporary veinaculars along with Sanskrit and Prakrit 
verses and prose. Recently discovered Parijitaharananitakam of Umapati Upadhyaya and 
Dhurtasamügama of Jyotirisvar Thakur both of the fourteenth century and the Para*urüma- 
vijayah of Kapilendradeva and Goraksavijayah of Vidyapati both of the fifteenth century 
are a casein point. The occurrence of an Apabhramsa song in one of the manuscripts of the 
Vikramorvagiya of Kalidasa regarded by many as a later addition also has its importance 
in this context. The staging of the Sanskrit plays in Kerala under the name of Kootiyattam 
has the peculiarity in the explanation in Malayalam by the actor of the matter in Sanskrit 


play in Sanskrit and Prakrit in between their presentations (see Sanskrit Ranga Annual 
Madras, 1961). 


2. Published by the author, Samvat 2016. 


3. Published by the author (available from Motilal Banarsidas, Delhi), 
4. Chowkhamba Vidya Bhawan, Varanasi, 1964. 
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otherwise. It is not uncommon to find in modern Sanskrit plays such English 


words.as badminton, tennis, police, radio, station, bus etc. 
CHANGES IN TECHNIQUE 


In technique too some Sanskrit dramas present a break with the past. Like 
the western dramas the acts have now come to be divided into scenes. As 
examples we may mention the works of J. B. Chaudhuri. The Nandi and 
the Bharatavakyam, once an indispensable part of a drama, have now come 
to be discarded. A new trend is now visible which considers Prastavana 
as something superfluous. The Sanskrit stage is slowly progressing from.its 
old elaborate form to anew simplified look. It isnot an uncommon sight 
to see Sanskrit plays performed in the open air or under a pergola or the 
shade of a tree. 

On account of the increasing preoccupations of dic modern age 
the playwrights in all languages are inclined to write . shorter plays. 
especially one act plays, to entertain the audience. The Sanskritist too 
isnot unaffected by this tendency. The one act plays, once non-existent 
in Sanskrit or very rare, have become more frequent. Radio plays too 
have come to be written and broadcast over the various stations of the 
All India Radio. The shadow plays like Ei by J. T. Parikh 
have also made their appearance. 

The credit for introducing western style operas on the Sanskrit scene 
goes to the indefatigable Dr. Raghavan, the famous author of a number of 
works. His Ràsalilà,? Preksauakatrayi? Laksmisvayamvarah,! KamaSuddhih® 
and Vimuktih? can easily $0 down as landmarks in the field of Sanskrit 
plays. 

NEW THEMES 

Goneare the days when a Sanskritist looked to the Ramayana, the Maha- 
bharata or the Puranas only for his themes. With his creative intellect 
freed from the shackles of tradition by the very force of the age he 
is constantly in quest of newer and newer themes and has no dearth of 


1. Published by the author, Surat, 1957. 

2. From the Samskrita Ranga Annual, Madras, 1963. 

3. Published by the author, Madras, 1956. 

4. From the Samskrita Ranga Annual, 1959. 

5. The Samskrita Ranga Annual, Madras, 1963. 

6. Samskrit Pratibha, New Delhi, Vol. IV, No. 2, 1961. 
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them when he casts a floating glance at the vast canvas of history. There is 
a growing tendency among -Sanskrit scholars to adopt the burning problems 
of the day as their themes with the result that we have come to have such 
plays as KaSmirasandhanasamudyamah’ and Hyderabadavijayam? by the 
Andhra scholar Nirpaje Bhima Bhatt on the problems of Kashmir and 
Hyderabad respectively as also Mahimamayabharatam,” a play on the irriga- 
tion policy of India by the Calcutta scholar J. B. Chaudhuri. On the sccial 
problem of dowry we have a beautiful play Vidhiviparyasam! by the West 
Bengal scholar Srijiva Nyáyatirtha, a prolific writer, the well known 
author of about twenty plays in Sanskrit all of which have had the honour 
of being staged, some of them even twice or thrice. The periodic news in 
the newspapers about the change of sex too has tickled the imagination of the 
Sanskrit playwright. We have on this topic a few very interesting plays 
like Samavatam? by the Banaras scholar Ambikadatta Vyasa, Purusarama- 
niyam? by Srijiva Nyayatirtha referred to above and S$rügáranüradiyam? -by 
the Madras scholar Y. Mahalinga Sastri. In Bharatavijayanatakam" we 
have a complete history of India from the coming of the East India Company 
down to the attainment of independence in 1947. Further we have Parinamah,® 
atragedy in contravention of the rules of Bharata. Written by the Nepal 
Raj Pandit Chudanath Bhattarai, it has a very illuminating discussion on 
the philosophy of such Western stalwarts as Kant and Hegel, as also on 
Communism, Socialism. Democracy and Humanism showing the author’s 
intimate knowledge of the various systems, eastern and western. 

SONGS: 

Of late Sanskrit playwrights have shown an increasing tendency of going in 
for songs in their plays? ln older plays a verse here or a verse there would 


1. Amrtavüni, Bangalore, Vol. XLII, 1954. 

2. Ibid. jap E 

3. Pracyavani Sanskrit Series, Vol. XXXI, Calcutta, 1961. 

4. Published by Pancünana Smrtigranthamala, Bengal Era, 1356. 

5. Published by Krishna Kumar V yas, Vyasa Pustakalaya, Banaras, 1947. 

6. Published by the author, Sahitya Chandrasala, Tiruvalangadu (Tanjore), 1956. 
7. Referred to earlier. | 
8. Published by Nutanshri, 8-315, Pyukhatol, Kathmandu, Nepal, Samvat 2016. 


name, in songs and music. 


It seems to have had its beginning in the medieval age when a particular type of 
dramatic compositions called Sangitakas, first mentioned in the Übhaynbhisürikü 
of Vararuci, made their appearance. These abounded, asis clear from their very 
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be sung but now in some plays we have lengthy songs which are not unoften 
accompanied by an indication of the rágas in which they are to be sung. 
Thus we have come to have musical dramas like the Sangitasaubhadram! and 
Kalidasacaritam* by the famous Maharashtrian scholar Velankar. The Baroda 
scholar Mulshanker Maneklal Yajnik in his three historical plays Samyogita- 
svayamvaram,? Chatrapatisdmrajyam! and Pratapavijayam,> has given the 
technical details about his songs; their tala, sthay: and antard, their notes 
etc. at the end. In his Rüsalila the great musicologist Dr. Raghavan has 
deftly woven into his verses the names of the rágas in which the verses are 
to be sung while the directions also precede them. In the Parivartanam® 
Kapila Deva Dwivedi has modelled his songs in language as well as on 
the mode of singing on the songs of the famous Gitagovinda of Jayadeva. 
J. B. Chaudhuri’s plays abound in songs of devotion which in character and 
form approach very nearly the stotras of old. 

A novelty in songs in Sanskrit plays lies in the occurrence in them of 
some special type of songs such asa marshal song as in Mulshanker Mane- 
klal Yajnik's Chatrapatisimrajyam’ or a fishermen’s song as in Vangiyapratà- 
pam? or a Bhils’ song as in the same author's Mivarapratàpam.? 

Quite a few of the son$s appearing in Sanskrit plays are in free style; 
they are, most of them, muktakas and are not like other verses which have 
one or the other metre. The muktaka style poetry, it may be pointed out, is 
comparatively of recent origin. It gained more popularity.in the vernacu- 


lars. Its increasing use in Sanskrit is therefore very interesting. 
CONCLUSION 


Thus we see the opening up of the new horizons on the field of Sanskrit 
dramatics. There are trends and tendencies in it which point to its bright 
future. Some of these may yet be in a nebulous stage. Still they are very 
much there. If allowed to grow they are sure to bring new dimensions to the 
already great Sanskfit drama. 


1. Girvanasudha Prakashana, Bombay, 196l. N 
2. Ibid. 
3. Published by the author, 1928. 


4. Published by the author, 1929. 

5. Published by the author, 1931. 

6. Published by the author, Lucknow, Samvat 2008 ( 1952), 
7. Fourth act, p. 6l, (P. 170 of this book). 

8. Third act, p. 32. (P. 103 of this book). 

O. First act, p. 15. (P. 104 of this book). 
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Mahaprabhuharidasam 


INTRODUCTORY 

The play Mahaprabhuharidadsam is written by J. B. Chaudhuri. It has seven 
acts and eighty pages. It is published from Calcutta in 1960. 

PLOT 

First Act—After the prologue Haridása is shown in deep meditation. Rama 
Chandra Khan, a wealthy land-owner of Vanagrama (Bengal), dislikes Hari- 
dasa. His far-spreading fame is an anathema to him. He sends Laksahirá the 
famous beauty of his times to Haridasa to lead him astray. Laksahira 
comes to him. She tries her best for three nights and days to cast her 
spell on him but Haridasa does not fall into the trap. He is spiritually so 
powerful that Laksahira herself feels uplifted in his company and is trans- 
formed into a pious woman. She becomes his disciple. After this Haridasa 
leaves that place and asks Laksahira to stay behind and propagate the 
sacred name of Hari. 

Second Act—Haridisa is eagerly awaited by the people of Saptagrama 
(Bengal). They all want to hear his melodious Sankirtana. When he 


reaches the place all the people assembled there welcome him. He beauti- 
fully explains that the recitation of the name of Hari is not supposed to 


bring salvation but only devotion to Lord. When a Pandit asks him why 
he recites the mantra loudly while the scriptures enjoin its muttering 
silently, Haridasa says that man or nature is purified not only by actually 
reciting the name; listening to it too leads to purification. Haridasa recites 


the Harinima loudly so that other persons. may also be benefited.. 
Gopala Cakravarti, one of his opponents. is furious at this. He even insults 


him but Haridása is generous enough and forgives him. 

On the other hand Raghunitha, a young man, is deeply Sindenced 
by Haridasa and takes to Vairagya.. His mother is very much upset at 
his inclination for renunciation. She informs her husband Govardhanadàsa, 
a very tich man, about his son's tendencies for Vairagya. Though Govar- 
dhanadàsa and his wife desire that their son should be a worldly man, their 
daughter-in-law is of the firm opinion that it is a great boon to be a Vairagi. 
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4 SANSKRIT DRAMAS OF 20TH CENTURY 


At last the will of the daughter-in-law prevails. Both Govardhanadasa and 
his wife praise the daughter-in-law for treasuring such a noble feeling. | 
Third Act—Haridasa has begun to touch great heights in spiritualism. 
Some people feel jealous of him. They sarcasticálly discuss about his 
spiritual power. Dambhapati Bhaumika is one of them. He thinks that what 
Hari has done anybody can do. VakyavagiSa, a greedy man, agrees to pose 
as Haridasa but when he is faced with reality he flees to safety. By now 
Haridasa has taken great strides on to the path of spiritualism. Sometimes 
he laughs, at other times he cries, at still other times he sings and dances 
in ecstasy. His activities become an eyesore to Mohammedans. Garai Kazi, 
the ruler of Phulia—Shantipura, orders his arrest. Rahim and Karim, two 
constables come and put him in chains. He is brought to prison but there 
too he is happy as ever and utters the name of Hari and also asks his other 
prison-mates to do so. His constant uttering of the name of Hari infuriates 
the royal officers and they beat him mercilessly. They tell him to adopt 
Islam but Haridasa prefers death to conversion. When royal officers cannot 
killhim by beatins they decide to end his life by throwing him into the 
Ganges. : 

Fourth Act—Haridasa, along with Advaitaprabhu is shown dancing and 
singing the praises of the Lord in ecstasy. Finally both of.them go to the 
Ganga to take bath at the time of the lunar eclipse. 


Haridasa goes to Kuilnagrama to meet Maladhara Vasu, the writer 

of $1 Krsnavijayagrantha. There he meets his son Satyaraja. They discuss 
about the significance of the recitation of the name of the Lord. 
Fifth Act—Haridasa realises the truth that Mahaprabhu takes upon him- 
self all the injuries of his devotees when he sees the marks of flogging on the 
back of the Mahaprabhu. Mahaprabhu tells him that he is Rama himself 
and he (Haridasa) is Hanumat. Having come to know of this Haridasa falls 
into an ecstatic swoon. Mahaprabhu is very much pleased at his humility 
and permits him to ask fora boon. He does not ask for anything. His 
only desire is that like a street dog he may always be able to get the leavings 
of the devotees of God.’ 

Haridasa and Nityananda sing and propagate the name of Hari in,the 


ME streets of Navadvipa by moving from one place to another. Muslims cannot 
tolerate this and ás à result Jagai and Madhai, the Muslim Kotwals, under 
. the influence of liquor attack and beat Haridasa and Nityananda. Nitya- 


nanda is a faithful friend and devotee of Haridasá. He wants to save the 


Is E 
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life of Haridasa and sends him to Mahaprabhu under some pretext. Though 
he saves Haridasa he cannot save himself from the fury of one of the Kotwals 
who strikes him on the head. Nityananda is badly injured. Mahaprabhu when 
he comes to know of the ghastly act of the Muslim Kotwals is on the point 
of punishing them but Nityananda intercedes on their behalf and asks for 
forgiveness. 

To turn more and more people devotees of God, Mahaprabhu, Advai- 
taprabhu and Srivàsa together with Haridasa stage a play. Haridiasa plays the 
role of the Vaikunthapuriraksaka, Srivasa of Narada, Mahaprabhu of Radha, 
the Adya Sakti. All the spectators are highly impressed by the drama. 

Chand Kazi, a Muslim, looks with disfavour at the activities of the 
Mahaprabhu. But when Mahaprabhu himself leads a huge procession of 
Kirtana to his house, Chand Kaziis so much impressed by the spiritual 
power of Haridasa that he himself becomes the devotee of God anda 
disciple of Haridasa. 

Jagadananda, a friend and companion of Haridasa, informs Sacimata 

(mother of Haridasa) that her son is leading a spiritual life. Sacimata is very 
happy at this. Visnupriya, the wife of Haridasa, faints when she hears about 
her husband. She regains when her friends sing the name of the Lord loudly. 
Later Haridasa himself comes to his mother and seeks her permission 
to leave for Puri. 
Sixth Act—Haridása leaves for Puri. He prostrates in front of the temple 
of Jagannatha. But he thinks himself of lower caste and as a result stays out. 
Mahaprbahu knows the spiritual heights of Haridasa. He himself comes and 
embraces him (Haridasa). Further he tells him that he (Haridasa) would live 
near his own place. His meals would also reach him from his place. This 
makes Haridaisa tremendously happy. 

At Puri Haridisa meets Sanátana, a devotee of the Lord. Both indulge 
in mutual praise. Each says that the other is more devoted to the Lord. 

Mahaüprabhu and Haridasa discuss about the problem of salvation. 
Mahaprabhu says that God loves those who deserve mercy. 

Seventh Act-——Haridása is worried because he cannot recite the name 
of the Lord for as many times as he first used to do. He has become 
old. Not much energy is left in him now. He does not even take the 
Mahiaprasada in full. When Mahaprabhu comes to know of this he feels very 
much worried. He himself comes to enquire about his health and tells him 
that he should take extra care of his health. Haridasa frankly tells him that 


A 
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= by deliberately neglecting his health he is hastening his end so that he may 
rc E quit the world before the Mahaprabhu. He cannot even think of living 
BS without the Mahaprabhu. Mahaprabhu is deeply touched by his words. He 
E remains silent; he cannot turn down the wish of his devotee. 

|DER The last day of the life of Haridasa. Svarüpagosvamin asks the disciples 
E and admirers of Haridasa not to shed tears at his fast approaching end. 
Haridasa says that in his last moments he would like to have the Maha- 


i 3. -prabhu with him. . 

UU _ After Haridasa's death, Mahaprabhu feels very sad and lonely. He sits 
— — — in the front door of the temple of Jagannatha and begs people to perform 
"Haridasa's last rites. He tells them in a feelingful tone that though Haridasa 
has gone to the place of eternal rest yet he is very much with them. Haridasa 


x - has become immortal. His recitals of the holy name would echo and re-echo 
— - — jnthe world for centuries. After this the Bhakta-carana Kavi sings the 
Wise praises of the Lord and the play comes to an end. 
CHARACTERIZATI ON 
n Haridasa—As i isclear from the theme the drama depicts the life of Sri 
ME. Haridasa, how he managed to clear all the obstacles and win over all the 
|J — enemies to reach his goal. Laksahira, a court beauty, who comes to lead 
-  Haridāsa astray is herself transformed into 4 pious woman and becomes his 
_. disciple. Here is an example of a man winning the whole-world by a strong 
spiritual power.  Haridasa thinks that bhakti is more desirable than even 
mukti. He wants that a large number of people should be benefited from 
listening to the name of the Lord. That is why he says : | 

EV cifacaer aa Sea: Aaa BT ARAINA TINAA Sart TAA | AAT 
E STR HAST ATATT:, Bat wIfuraTqSsIXDT Bea: gferWeknRe | Forfa 
ae faat aaa giam ue sifa: ag a aaga fa aenreat a NAT AJAN, | 

Nx ET canes, Tatra d mug ug 

"If the name of Govinda is uttered loudly, each and every being is 
benefited by listening to it. For one’s personal benefit the Name may 

TR peated mentally but for the benefit of all it:is to be repeated 
el Mo With the exception of human beings no other living beings 


m anu 1 tter the bisyllabic word Hari. They therefore are benefited by 
rose mer aly sone toit. There is no doubt that one who does good to 
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others is better than the one who does good (only) to himself.” 

The Lord always helps his devotees. Muslim Kotwals are wondersiruck 
when they see that though Haridàsa is physically very weak he is not at all 
harmed by their cruel beating. They plan to kill him by throwing him into 
the Ganga but before this spiritual giant all their efforts come to .naught. 
Haridasa feels no pain and loudly recites the Harinama. The Mahaprabhu 
tells him that he took on him all the beating: “He would not allow his 
devotees to suffer," says he. 

One great quality which is characteristic of all the devotees of the 
Lord is excessive humility which is a prerequisite to saintliness. Haridasa has 
this quality in abundance :— 

efcara:—(syafeer) faa: faearax yaaan! ud raf sf wur od 
qarag | fay aisaaradise aiaga «cred vqqurt m 
aaaf waaay | qaaa à mun HIER HA at qurHI | Wil 
caq va qa agmg asara a cd aru erem t 

Haridüsa—(addressing the Lord) O father, the sustainer and the darling 
. of the Universe, your kindness to this sinner is very great. I 
have no qualities. I am the wretchedest among the wretch- 
ed. I am excommunicated from all castes. How can I, there- 
fore, be able to describe you or the glory of kindness of 
yourself, who purifies the fallen. My lord, it is your great 
magnanimity that you do not forsake him who has taken 

refuge in your feet. ; 


l. Fifth act, p: 44, 
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Bharatahrdayaravindam 


INTRODUCTORY 

The play Bharatahrdayaravindam is written by J. B. Chaudhuri. It 
was composed in 1959 and was staged for the first time at Shri Aurobindo 
Ashram, Pondicherry. It has five acts and fiftyfour pages and is publi- 
shed from the Pracyavani, Calcutta in the year 1960. 

PLOT : | | 

First act —After Nandi, the Sutradliara tells the Nati that Bengal and South 
have good relations with eách other. That. is why the Bengali party has 
come to enáct the play in Pondicherry. 

In the act proper, Aravinda is shown sitting in Cambridge in his 
office of ‘Lotus Dagger’ which is secretly run by his ownself. He has 
declined to accept the degree of I.C.S. because his ultimate aim is to free 
his motherland, He loves all the literatures of the world, still he has the 
firm belief that the Indian literature and culture are superior to other 
literatures and cultures. Meanwhile Morapantha. Joshi comes and shows 
his concern over the membership of the Committee which is rather small 
but Aravinda says that it is all to the good. It is only with a few members 
that it can make good progress. He also discloses to him the aim of the 
Committee which is to free the Motherland from the yoke of the foreigners. 


After Joshi leaves, Vinaya Bhushan, the younger brother of Aravinda, asks » 


him ds to whether he has got any letter from his father and whether he has 
sent him any money. Aravinda indifferently answers that he does not expect 
anything from anybody. Everything that he gets, he thinks, is due to the 
blessings of the Almighty. Only the will of the Omnipresent prevails. He 
has surrendered everything to God. The only thing which is uppermost 
in his mind is the freedom of his motherland. He is bent upon seeing 
India free. To live out of Indiais like banishment which will end, says he, 
after five years. 

Second Act—Aravinda teaches Agnimantra to  Varindra for the 
svatantryayajna. The ceremony of initiation (dibsa) is similar to the 
initiation in any other sacrifice. Aravinda puts Gita in his one hand and 
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sword in the other. The sword is the material by which he has to fight 
the war of independence and the Gita is the spiritual power by which 
he has to learn to withstand every obstacle that comes his way. The 
highest aim of the man who has got the diksd@ is to free his motherland. 
After the diksa, Aravinda blesses Varindra and gives him his good wishes 
for the success in his mission. "s 
Third act—Aravinda, Tilaka and other leaders are present at Surat 
on the occasion of the famous Congress Session of 1907. Due to differences 
between the moderates and the extremists that session ends in a fiasco. The 
leaders differ with each other with regard to the Chairmanship of the 
session. The extremists want Lala Lajpat Rai while the Moderates want 
Rash Behari Ghosh to preside over the session. Aravinda, however, remains 
calm and composed. He tries to pacify both the factions. 

Fourth act—At the time Aravinda fights the battle of freedom the 
country is passing through a very delicate period. The Britishers resort to 
repressive measures at the slightest provocation. The Indians, however, are 
slowly coming to their own and their feelings begin to find expression in 
one way or the other. The entire British administration is upset at the 
murder of two English women and the Manikatolla Bomb case. Aravinda 
is put under arrest as a suspect. Kregan, the police Superintendent and 
Vinod, a C.I.D. employee come to arrest him but as he is sitting in his 
Navashakti office and is dressed shabbily both mistake him for a servant. 
They however soon come to know that the shabbily dressed man , before 
them is no other than Aravinda himself. Kregan insults Aravinda for his 
disloyalty to England though he had his education there. Suspicious by 
nature Kregan goes to the extent of taking the sacred ashes from a 
temple (which Aravinda's wife had collected) to be some dangerous powder 


used in preparing bombs. Kregan and Vinod try to arrest Aravinda and’ 


handcuff him but one Bhupendranath tells them that if they do so there 
would be a flare up in the country which would make things difficult for 
them. They should therefore show Aravinda due courtesies even while 
effecting his arrest. These words do have their effect on the officers with 
the result that Aravinda is taken prisoner without handcuffs. Arrange- 
ments are underway to try Aravinda. Norton and Chittaranjan Das are 
the prosecution and the defence counsels respectively. Beachcroft, a 
classfellow of Aravinda, is the judge who has totry the case. Beachcroft 
allows Aravinda to state his own case. Aravinda calmly and quietly says 


‘ 
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that he has done no wrong. All his acts are motivated by the sense of 
Š . patriotism. If patriotism is a crime then surely he has committed that 
| crime and he is prepared to suffer any punishment for that. Norton, who 
has filed a case against Aravinda, produces a postcard written in Bengali 
. in which Varindra had written to him (Aravinda) to send some bombs 
AC (sweets) for him. The whole thing becomes clear when Aravinda says 
thatin Bengali bomb means sweets and not any explosive. Chittaranjan 
Das further gives a turn to this case in favour of Aravinda when he says 
that the postcard is neither dated nor does it bear the seal of any post 
office. Chittaranjan Das says that Aravinda is a great patriot of his time. 
Beachcroft too feels likewise. He also feels that the only aim of Aravinda 
is to make his countrymen happy and that he has no idea of starting any 
agitation or laying any conspiracy. Aravinda is exonerated of all the 
charges. Still he is shadowed by two police constables. 

: Aravinda meets sister Nivedità. She. cautions him to take care of 
himself, otherwise police would arrest him and if he is arrested the whole 
country would react violently. She further suggests that he should go to 
France where there would be no fear of his arrest. -At her request Aravinda 
writes paper in Vande Mataram to clarify his position to the general masses. 
Sarala Ghoshal, a co-worker of sister Nivedita, also requests him not to 
indulge in such activities as may lead to his arrest. 

[: Fifth act—In 1914 Aravinda meets mother Mira. Mira tells him that 


Pondicherry. She asks him many spiritual questions which Aravinda satis- 
ES factorily answers. He wants to leave the political field and step into the 
Pod. spiritual one. He thinks that there can be no political progress without 
A spiritual strength. Chittaranjan Das persuades him to come back to the 
: E political arena and accept the Presidentship of the Swarajya party but 
PT Aravinda is firm in his decision. He (Aravinda) tells him that India would 
| surely get freedom when the time comes and that he would continue to 
help the cause of freedom from time to time but from now on his main aim 
would be to enlighten the world about spiritualism. 
On the 15th August when India obtains freedom Aravinda sends bis 
_ freedom message to the whole of the country wherein he says that the 
— freedom has come on the 15th of August, bis birthday. It is not just a 
: ‘coincidence. It only shows that Aravinda was born to free India: from the 
; xs _ bondage of foreigners. His birth had the only and the ultimate aim of 
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she had dreamt of him and that she has seen him now face to face in. 
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freeing his country. He firmly believed that independence could be obtain- 
ed by spiritual means and not by political groupings. Mother Mira. is very 
happy to know India’s independence. To celebrate the event she hoists 
the tricolour on Aravinda’s house. After this all the devotees and patriots 


sing a song in praise of mother India and with this the drama comes 
to an end. 


CHARACTERIZATION 
Aravinda—He is a living and shining example of spiritualism. He strives 
hard for the freedom of his country. But the path he chooses for it is not 
political but spiritual. He himself tells mother Mira. 
car fea faataa war afaue eaaa BA od 
afg wead-feersitaaraqt Tu wearaafer A 1 

"I have carefully thought out that I have nothing to do except to lead 
a spiritual life.” 

Aravinda sacrifices everything for his country. He wants his country 
to progress in every way. When the case is filed against him he faces the 
situation boldly and fearlessly. 

fag aadi wur fe way ? maara aA fagara fa qfare d: ag Aard- 
EATHEÍSTEDIUT: BA: AAAA: | MANARA AAS AN QADUT feats SUID: | 
aana AA SATATA I 

“But in reality what have I done? I took up the fundamentals of 
Western Policy and combined them with Vedāntic knowledge. I have 
propagated the ideal of the combination of the Eastern and the Western 
(systems) for the good of the country. To spread this is the only firm 
resolve of my life.” 

There is no place for worry in his life. The will of the Almighty 
is everything for him. He surrenders everything to Him. When his elder 
brother Vinayabhtsana asks him whether their father has sent him any money 
he calmly says: 

vena | fg aaa faar a wxattar | TTG art WELT Ww, nr ud. 


aafaa | TRA— 
afafad qafagdfa fafsaufa aaf TASAA i 
quu fa caret wadte mat wear VUS 
"No, my elder brother you should not worry for me. He isthe giver 


1. First act, p. 46. 2. Fourth act, p. 31. 3. First act, p. 8. 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 



















SANSKRIT DRAMAS OF 20TH CENTURY 


"and He is the recipient. Everything takes place according to His desire. 
— Whatever was not even thought of takes place and what was expected 
comes to be destroyed even in one's very presence. What freedom i is there 
E - for man? Inthi world it is the mercy of the Lord that is supreme." 
= r —  — Arayinda always bows before the will of the Almighty. He firmly 
_ believes that the origin and the destruction of the world is automatic. 

B -qafa afaa gafa faerat: 
O — "equ org Wfafafecm at WaT | 
Ee a afer gafat famea 
Ee q Wenedef faxum o feno as 
x: me < “The world brings about its own destruction every now and then ; what 
eee could be the remedy for it ? The fruit of actions when ripe is inescapable; 
|. — — yet cessation of it with effort is what is not to be desired.” 


A 
Ta 


-—] 





Saktisaradam 


INTRODUCTORY 

The play Saktisaradam is written by J.B. Chaudhuri. It deals with 
the life of the great mother Saradamani, the wife of Shri Ramakrishna. The 
drama was for the first time staged in Puri under the auspices of the All 
India Sanskrit Conference at the Durga Bari on the 20th June, 1958. onthe 
occasion of All India Sanskrit Literary Conference held during the Ratha 
Yatra Festival. After that it has been staged all over India many times and 
has elicited praise at the hands of critics. It has five acts and 51 pages and 
is published from Pracyavani, Calcutta, in the year 1960. 
PLOT 
First act—Ramachandra Mukhopadhyaya, father-in-law of Sri Rama- 
krishna, brings his daughter Saradá to him (Ramakrishna). Sarada is not 
feeling well. Still she cannot restrain herself when she hears some tumours 
about her husband that he does not behave normally. Saradà and 
Ramakrishna meet each other after four years. Ramakrishna reminds 
Sarada of what he had told her four years ago. Sarada remembers each and 
every word of Ramakrishna. This gives him immense joy. He inquires from 
her as to whether she has come to drag him to the worldly life, to which she 
says that she can never do so for she is his companion in dharma and there- 
fore can never become an obstruction to his pursuit of it. 
Second act—On the Phalaharini Kalipuja day the Paramahathsa worships 
Saradamani as the mother Goddess, the Adya Sakti, and offers her all his 
Sadhana. 
Third act—Once Saradamani falls into the hands of the dacoit 
Kalubagdi after she becomes separated from her companions on her way to 
Dakshinesvara from Jairamvati. On being addressed father even the cruel 
dacoit is filled with paternal affection. He and his wife treat her as their 
daughter and give her shelter for the night. Due to contact with Saradamani 
all the sins of the dacoit are washed away. 
Fourth act—Hridaya, the sisters son of the Paramahamsa, is a very 
wicked man. He uses harsh words for Saradamani and insults her when the 
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wooden planks meant foc hut are washed away by the waters of the Ganga. 
Chandramani, the mother of the Paramaharnsa, cannot tolerate her daughter- 
in-law being insulted and scolds Hridaya. Even the Paramahamsa himself 
has come to look upon Saradamani as the mother Goddess. He feels that 
it may be easy to propitiate any other deity if he or she may be angry but 
if this deity becomes angry then nobody can protect him. 

This act consists of a number of scenes some of which describe the 
condition of Indian society which had come under the influence of 
Western civilization. The Britishers of those days were exciting the 
Indians’ baser passions. 

Fifth act—Many a time in his life the Paramaharhsa had the opportunity 
of being offered money by the people but he never acceptedit. The 
Marwari Seth Lakshmi Narayan offers a huge sum of Rs. 10000 to him but 
he declines to accept it, saying that he does notneed it. When the Seth 
offers it to Sarada she too declines it on the ground that she cannot accept 
a thing repudiated by her husband. Busy in his meditation the Paramaharnsa 
lives on the banks of the Ganga in Dakshinesvara where he discloses to his 


devotees like Kesavachandra Sen, Girish Ghosh, Narendra, Balaram Vasu. 


and Pratap Chandra Majumdar his deep and abiding faith in the mother 
Goddess and the worship of the Supreme Lord in the form of a child and 
tells them that Saradamani keeps an eye on all her devotees through a hole 
inthe bamboo door. All the devotees pay their obeisance to the mother 
and are highly delighted by the music of Narendra. 

The Paramahamsa is suffering from throat cancer. In spite of this he 
sings in praise of the Mother. His wife Saradaimani restrains him from 
doing so and tells him that he himself is the incarnation of the Supreme 
Lord and if heso desires he can get rid of this dreadful disease but the 
Paramahamsa says that no harm can come to a son if he sings in praise of 
the Mother. He cannot act against the wishes of the Mother. If the 
Mother so desires his throat cancer would be automatically cured. When 
just before his death (Mahatirodhana) Saradamani begins to cry like an 
ordinary woman he consoles her by saying that she should not do so for she 
is Mother herself and that she has to do what he had been doing all his life. 


= Saradamani controls herself and requests the Paramahamsa to give her his 


last message. Paramaharnsa repeats that she has to carry on his work. She 


. —— peacefully listens to this. After this the Paramahathsa is filled with divine 
"s d happiness and sings a song in praise of the Mother and both of them, the 
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Paramaharnsá and his wife, go into deep Samadhi. 
CHARACTERIZATION 
Sdradamani—The whole drama is woven round her. She is the main 
figure. The true description of her is given by her father Ramachandra 
Mukhopadhyaya :— 

gaea Wer días aart 

gd anata gue WZ 1 

gd aat yagafa arat 

ari a atasfe faa Wn d 

“A devoted wife gets immense pleasure to live by her husband's side 
even in a hut. Without him she cannot get that pleasure even in a 
paláce.” 

“She thinks that a man and 4 woman do not become husband and wife 
by mere marriage rites. If both share each others worries and pleasures 
only then are they fit to be called husband and wife." She expresses this 
idea when she comes to live with her husband and is ready to share with him 
all his joys and sorrows : 

qfaia ofaagaradt wast 

Sal a Waa aq aaf: Ge: 1 oC 
qq} ATT RAAT TMT! 

at and at a garm ye us 

When she comes to live with her husband, he has every doubt that 
she has come to drag him to worldly life but a single sentence from her sets 
all these doubts at rest: 

aixet—(cafeay) 4 ! wand cat dary afa aa agama qa 

quqa mgar saa afafa 1° 

“Sarada—(quickly) My lord, How is it possible that I would drag you to 
worldly affairs ? Iam your life partner. I have come only to assist in the 
performance of religious duties." 

To be treated as a Goddess is the highest honour a woman can aspire 
for. Saradamani gets this honour on the Phalaharini pia day when she is 
worshipped by her husband as a Goddess. 

Hridaya, the sisters son of the Paramaharhsa, is a wicked man. He 


H 


1. First act, p. 5. 
2. First act, p. 5. 
3, First act, p. 9. 
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condemns Saradamani without rhyme or reason. The Paramaharsa cannot 
tolerate it and scolds him for this : 

q zg qafa ła: anaal À Fara: 

a ufa nafa ace: afa NIUIAT |d 


fagaga nA g eve 
q giera ean afafa xemq i 
“If the God residing in my heart were ever to be angry with thee there 

may still be some chance of thy life being saved. But if the God living in 
her heart were to be cross with thee nobody, not even Visnu, Brahma or 
Śiva, will be able to save thee.” 
Saradümani—has such a powerful personality that it transforms even a 
merciless dacoit into a good man. 
Ramakrishna Paramahamsa—is the husband of Saradamani. He devotes all 
his life to the cause of bhakti. He does not want to lead a worldly life and 
he expects from his wife that she should help him in this mission rather thdn 
drag him to the world again. That is why he says : 

amay qa faxa appa 

an a mfia faga dance fen i 

Taal aa SRIBETUIÍXETS 

cd Aroa Aafuaisota aq pea 112 

Hat TAT STRA | AAT qu Wad aaa ada 

amaa: agam SIs 1 fagara Haars | 

Uda AAA WW | Al: UZANA JANATA 18 

He is a great man of his time. His sister’s son Hridaya describes him 

as Visvanandapradata (one who blesses the whole world). 

ath AA Alaa aga A fuz: 

SWTXTEHZ Val Bit mfg A SDITQEHTX TaaacaT | 

fasaa aT AUAA Saat W STHTSISU  ZXTQ | 
Py E "My maternal uncle, the great man, is well known in this world. He 
Recs is respected by the world and is possessed of innumerable qualities. How 
many of the people did he not rescue fromthe ocean of the world with his 


MEC t. l. Fourth act, p. 28. 
get E c" 2. First act, p. 6. 
Tara mi. EFL |» 8. First act, p. 10. 
s ^ 4. Fourth act, p. 25. 
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power? He gives happiness to the world. The people even when they 
notice him from a distance bow to him.” 

The Paramahamsa is ever in a devotional trance. Each particle of the 
world seems to him to be the personification of God. Everything is beauti- 
ful, everything enchanting : 

amaa Tata-piaray AMA GRA gun | 
aafaa GUAT eb AA AIT Frataract WW d 

“The world really is nice, the most beautiful of the beautiful. It is 
resounded by the chirping birds exuding happiness. It is a soft grass giving 
pleasure. It is a beautiful forest spreading joy." 

The Paramahamsa believes in practical wisdom. He never indulges 
in high philosophy. When Sarada says that she is an ordinary lady and so she 
is unable to follow philosophy of Bhakti the Paramahamsa tells her that it is 
not at all necessary to know Philosophy or Metaphysics to obtain the supreme 
bliss. A man well-versed in all the Sastras may bea fool. On the other 
hand an unsophisticated person may possess a very pure heart though he 
may know nothing : | 

aaqa WHfaWum amaA FATA WC TRI fag vara fis 
qifzerfafa ? Sarasa fe afafa? umis seag naei faac, fag 
zaa wea ofa, aaa ugagr o» qea: gearet fears sata act farg 
malfa ast ea ? geoad qosa ara hafa; fag afaisan 
gum mà pU 

"Once while discussing something similar with Vidyasagara, I said: 
Why are you laying so much of stress on scholarship ? What will there be 
by scholarship alone ? Even a vulture flies up and up but its eyes are fixed 
on the jungle where the dead bodies lie. Granted, scholars repeat the 
bookish knowledge, but where are their minds? I accept only that man a 
scholar who is deeply attached to the lotus feet of Hari but have no 
regard for him who is given to women or wealth." When he suffers from 
throat cancer, his wife Sarada asks him to get rid of that disease but he tells 
her that if the Mother's desire is that he should have that disease then he 
would not try for its cure. 

Many a time when wealthy people offered him big sums he politely 
refused them saying that he has nothing to do with money though he was 
financially very hard up all his life. _ PS 

__ 1. Fifth act, p. 41. -.. 2., Fifth act, p. 47. .. ni. 
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Bhaskarodayam 


INTRODUCTORY 

The play Bhaskarodayam is written by 7 B. Chaudhuri. Jt has fifteen 
acts and ninety nine pages. It is published from the Pracyavani, Calcutta, 
in the year 1961. 
PLOT 

The stage - manager announces that on the eve of the birthday of 
Ravindra Nath Tagore they are going to enact a play called Bhaskarodayam. 
The actress has her misgivings about a drama written in Sanskrit. She says 
that it may not be as good a success as the dramas written in other 
languages. But the stage-manager is confident about its success and 


popularity and says that ViSvakavi Ravindra Nath also had great love for 
this language. 


First act—An English bailiff comes to Maharshi Devendranath, the 


father of Sri Ravindra Nath, to realize from him his debts. His treasurer 
requests him to go into hiding as they have no money at present. He would 
tell the bailiff, he says, that he (Devendra Nath) is not at home and has 
gone somewhere. But Devendra Nath firmly refuses to do so and himself 
comes out to talk to the bailiff. The Bailiff tells Devendra Nath that if he 
has no money to repay his debts, he should accompany him to the court. 
Devendra Nath readily does so. He even does not inform the ladies of the 
house. This incident is put out just to impress upon the minds of the 


readers that Ravindra Nath inherited the quality of truthfulness from his ` 


father. 


Second Act—Devendra Nath goes to meet his uncle Prasanna Kumar 
who loves him very much and wants that he should proceed wisely in this 
world. He tells him that the worldly activities cannot depend on truth 
alone. Truth has on occasions to be diluted with falsehood. This is the 
practical side of life. Devendra Nath humbly says that he would not like 
to enter into discussion with him on this subject but his firm belief is that 
he should not do anything wrong and should not budge an inch from the 


— path of truth. This act also shows the saintly disposition of the poet's father. 


EG 
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Third Act—Boy Ravindranath grows up under the care of servants. One 
of them, Shyam by name, loves him very much but does not let him go 
out. The poet in Ravindranath then makes friends with nature even 
though confined into the four walls of the house. The little boy spends his 
childhood lonely. Still he is happy because he can enjoy the captivating 
beauty of nature through the window of his room. 

Fourth Act—Four imaginary characters are discussing about the modern 
trends of the Tagore family. They are the Santal tenants Jhamru, Dagru, 
Chamri (Jhamru's wife) and Bhamri (Dagru's wife). Both Jhamru and 
Dagru are astonished to know that the ladies of the Tagore family learn 
English ball room dance and horse riding. 

Fifth Act—Sharada Devi, the poet's mother, is not keeping good health. 
Sheis happy however that all her children are well-versed in Sanskrit and 
love each other. Saudümini, her eldest daughter, informs her that Ravindra 
Nath is interested in Sanskrit and he can recite the Sanskrit Ramayana for 
her. Ravindra Nath when asked agrees to do so. Sharada Devi is very 
happy at this. 

Sixth Act—Ravindra Nath reads his poem ‘Delhi Durbar’ on the occasion 
of the eleventh conference of the celebrated 'Hindu Mela'. His poetic 
talent is praised by everybody present there. This act shows that the 
Tagores not only cultivated the arts and culture of India in their own family 
but propagated it in society also. The 'Chaitra Mela' Institution was also 
started by Ravindra family. The aim of the institution was mental and 
physical development. 

Seventh Act—Ravindra Nath does not like the confinement of the School. 
He wants to learn much higher things in the school of nature. The family 
members and friends decide to start a new literary magazine Bharati” for 
the improvement and propagation of Bengali language and literature. 

Eighth Act—Bengali poet Beharilal has great poetical influence on the young 
poet Ravindranath. Once Beharilalis invited to lunch at the house of 
Kadambari (Ravindra nath’s sister-in-law) who herself is a woman of 
literary taste and culture. She is a great admirer of poet Beharilal, 
Ravindra Nath is also very much impressed by him. Both show their 
respect to the elderly poet. 

Ninth Act—Ravindra Nath is in London and stays in the house of one Dr. 
Scott. He has very good relations with his family and is almost looked 
upon as one of its members. He always spends his evenings with the Scot 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 


* " r E fe 
Ei x á hi M [ ^ 
PULSA, US ^ sug 1 





Bhaskarodayam 


INTRODUCTORY 

— "The play Bhaskarodayam is written by J.B. Chaudhuri. Jt has fifteen 
acts and ninety nine pages. It is published from the Pracyavani, Calcutta, 
in the year 1961. 
PLOT 

The stage- manager announces that on the eve of the birthday of 

Ravindra Nath Tagore they are going to enact a play called Bhaskarodayam. 
The actress has her misgivings about a drama written in Sanskrit. She says 
that it may not be as good a success as the dramas written in other 
languages. But the stage-manager is confident about its success and 
popularity and says that Visvakavi Ravindra Nath also had great love for 
this language. 4 > 
First act—An English bailiff comes to Maharshi Devendranath, the 
father of Sri Ravindra Nath, to realize from him his debts. His treasurer 
requests him to go into hiding as they have no money at present. He would 
tell the bailiff, he says, that he (Devendra Nath) is not at home and has 
gone somewhere. But Devendra Nath firmly refuses to do so and himself 
comes out to talk to the bailiff. The Bailiff tells Devendra Nath that if he 
has no money to repay his debts, he should accompany him to the court. 
Devendra Nath readily does so. He even does not inform the ladies of the 
house. This incident is put out just to impress upon the minds of the 
readers that Ravindra Nath inherited the quality of truthfulness from his ` 
father. 
Second Act—Devendra Nath goes to meet his uncle Prasanna Kumar 
who loves him very much and wants that he should proceed wisely in this 
world. He tells him that the worldly activities cannot depend on truth 
alone. Truth has on occasions to be diluted with falsehood. This is the 
practical side of life. Devendra Nath humbly says that he would not like 
to enter into discussion with him on this subject but his firm belief is that 
he should not do anything wrong and should not budge an inch from the 
path of truth. This act also shows the saintly disposition of the poet's father. 
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Ravindra obeys him and sings the song. His father is so much pleased 
with him that he offers him Rs. 500 as reward then and there. 
CHARACTERIZATION 
Ravindranath—Ravindranath is a worthy son of a worthy father. In his 
early life, Maharshi Devendránath, the father of Ravindranath, suffers many 
humiliations and troubles due to his truthfulness.  Ravindranath also 
inherits this quality. Due to the continuous illness of his mother Ravindra 
spends his early childhood under the care of servants. They do not treat 
him very kindly. Due to this, child Ravindra develops the habit of thinking 
and brooding over Nature as he sees it through his window. Later this very 
habit makes him à great poet of Nature. Even at the age of eight he develops 
intimacy with Nature. He is very much inspired to see the "Vatavrksa' 
just opposite to his window. He sees in it the image of the Almighty : 

aega ! aerea ram: | 

THE Used Atsat fangfewa autem: 1! 


Ravindra belongs to a large family. Though all the men and the women 
are brought up in an ultra modern way they allhave intense love for 
Sanskrit. Sharada Devi enjoys listening to the Sanskrit Ramayana from 
the lips of Ravindranath. Ravindranath is not only a poet of nature but a 
great patriot too. He reads his poem ‘Delhi Durbar’ as also Satyendranath's 

national song ‘gao bharater jai’ on the occasion of the 17th Hindu Mela. 

In Kadambari Ravindranath has an affectionate sister-in-law. Both 
of them love each other but go on quarrelling too. When Kadambari in- 
vites Beharilal, a great Bengali poet, they both have wordy duel. Beharilal 
has to intervene and pacify them. : 

freiferra:—farat aa, AT ga: wee Wafauranq | vb | uferehur Etre 
ar ufa Sega saai: Agea oaa:  WICWIÜTR et a 
mA (2 ; 

“Biharilal : My darlings, don't you engage yourselves again in quarrel. 
Ravindra, you would lose your brain if you cannot know the reality of the 
working of the mind of such brother's wife of yours as is brimming out 
with the appreciation of affection.” 

While in London Ravindranath has to stay with an English family. 
He is treated there as a family member, still he never forgets that he is an 


1. Third act, p. 15. 
2. Eighth act, p. 51. 
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Indian. He teaches Sanskrit and Indian music to the young girl of that 
family. He also knows that Indians have yet to learn many things from the 
Britishers. He expresses this opinion of his to the young girl of the Scott 
family with which he is putting up in the following words : 

cm - weder Tahara qq waufueq ag aT | uaa sre 
faasea araa 2 

"Ravindranath: I try to learn all that is worth learning from the 
Europeans. For us there are many more things which are worth 
learning." 3 

At the age of twenty Ravindranath completely establishes himself as 
a poet: 

afena: uro. aa sad faei  aTedifexfrar wars 
asia TAASAAATT WERT I? 

"Toytirindranath: Mr. Ravindra, your first musical play Valmiki 
Pratibha, (the genius of Valmiki) is really, a new and bold attempt in 
music." 

Even Bankimchandra, the great literary figure of his times, is full of 
praise for Ravindranath : 

asfar gun fafa 1 dd afa? us up UTHRTAENTHIÍQRT- HIER 

agaaa PATAA CHAAR ATEN “Area 
SI: d 

“Bankimchandra : You live at a far-off place. Don't you know this 
Ravindranath, the scion of the family of Maharsi Devendra Nath, the Sun 
of the rising Bengali literature. Even in the young age he has composed the 
'Sandhyasangita'." 

Ravindranath is in deep communion with nature. His songs convey 
_ his innermost feelings as can be seen from the following poem : 


Taa fasrufurm c: 

aa chaser far IJA: 
HA Tata geram S SUCHT RTI | 

q ST BA diaa ATA FJ SINIT | 
SAA: TUTIT: 


l. Ninth act, p. 61. 
2. Tenth act, p. 65. 
3. Eleventh act, p. 73. 
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afa x sgfed sra — 3 : 
ofa WE WITH NTUTTHTHTAUT: STAXTSDTTGI | 
(0 SX WX at — aera ya: 
vereri THA rara: 
STeratierez TT I ESTST- 
Aani SHUT TATA di 
Thus we see that the writer has depicted the character of Ravindra- 
nath in allits varied aspects. Right from his childhood to his youth, from 
his early upbringing to his hectic literary activities his whole life history has 
been presented here in a very interesting form, how he behaved with his 
relatives, how he spent his life in foreign countries, all these and many other 


incidents of his life are dealt with here in as full and as faithful a manner as 
possible. 


Je Twelfth act, p. 75. 
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Anandaradham 


INTRODUCTORY 


The Anandaradham is a play in ten acts and 112 pages. It is written 
by J. B. Chaudhuri and is published from Calcutta in the year 1962. | 
For collection of' materials the author depended upon authentic 
sources, ancient ones such as the Puranas end the Samhitas like the Garga 
Samhita, as well as the later ones, particularly the Padavalis on Radhükrsna 
that ere so very popular in Eastern India, viz. those of Chandidas, Vidyapati, 
Jnanadas, Govinddas and others. | 
PLOT | 
First act—Sri Krsna, in order to test the intensity of love of Radha for 
himself, comes to her disguised as a neighbour woman and condemns Krsna. 
Radha cannot hear harsh words about Krsna and rebukes the neighbour 
women. Krsna pledsed with Radha discloses his true self and praises 
her. 
Second act—Krsna and Radha are shown talking to each other. Radha 
wants to know from Krsna as to why he has taken so long to come to the 
appointed place. Krsna tells her that he was held up because he hed to 
kill the demons and the delay on his part is therefore, not intentional. 

In the third scene of this act Sri Radha and Krsna stage a mock 
quarrel. Krsna demands the ferry charges from Radha and her friends for 
taking them from the one bank of the Ganga to the other. At this Radha 
and her friends object to the grazing of the cows of Sri Krsna in the fields’ 
of Vrndavana over which Radha has the proprietary rights. Both the 
parties enjoy this quarrel very much which in the end gives way to pleasant 
conversation. 

Third act—In this act, the three stages of love between Sri Radha and Krsna 

are discussed i. e. waiting, meeting and enjoying. After a long wait both 

ae Radha and Krsna meet, they enjoy the game of swinging and then have a 
eae group dance. 





cae = Fourth act—Nanda and Yasoda fear that their son Krsna would never return 
Ee PRI ifhe goes out of Vrndavana. On the other hand Kamsa is informed by 
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Narada that the person who is destined to kill him hes come into being. 
: Kamsa sends Akrüra to bring Krsna and Balarama to Methura. 
Fifth act—Even the protest of Nanda has no effect on Krsna and he leaves 
Vrndàvana to participate in Dhanuryajiia with Akrura. 
Sixth act—Krsna takes leave of Radha before going out of Vrndavena. He 
assures her that he would definitely return to Vrndavana. 
Seventh act—The pathetic scene of Krsna's departure for Mathura. Radha 
faints at the feet of Mother YaSodàa and her grief knows no bound. 
Eighth act—Krsna kills Kamsa in a duel and Beleráma kills his rival 
Mustika. 
Ninth act—Krsna sends Uddhava with a message to Nanda end the Gopikās. 
The Gopikās tell him the pathetic condition of Vrndavana in the absence of 
Krsna. 
Tenth act—Radha, with all her friends bewails her lot. Vrnda, a gopika, 
leaves for Mathura to bring Krsna back to save Radha's life. 
Eleventh act—Vrnda returns with Balarama who consoles Nenda, Yasoda 
and Radha. Nanda blesses Sri Radha for making the world blissful and 
Radha in her turn prays for the extinction of all hatred throughout the 
world between individuals, races and countries as well as for permanent 
peace and deep-rooted friendship amongst all. With this the play comes to 
an end. 
CHARACTERIZATION 

Radha—Radha is the main character of the play. Sheis the “Adya 
Sakti? who governs the whole world, on whose order the whole world is 
created. The Nandi verse says— 

are Agaa 
feq WTA ASIA | 
agadi Aaa feat 
aaar AMAA TUN, ii 

“T bow to the lady of Vrndavana who is of the form of eternal happi- 
ness for the world, sweet, captivating the mind of Nanda’s son; the mother 
with great magnanimity, showering bliss." 

When the Nati expresses the view that the whole life of Radha is a 
long tale of woe and that she has been crying all her life and so in what way 
the depiction of her charecter can delight the audience the stage-manager 


l. P.17. 
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n; it is 
that her (Radha's) crying is not that of an ordinary woma 
says : | 
EE eee ce fafa MEATS SI US | Erst TS Eis al VHS 
i ser ROCqRXIe TA areata quoc aTa RTT 
Tubi mamng) A afan Wera ara era sangata- 
sraa 


SUR verse, is weeping for our sake only. 
“éz Radhika, the mother of the universe 9 
a z ihe weeping of the great mother is to ward e S o E 

dic i ain tears the mass of evil deeds of her offsprings. ei y ss 

Pm e mandiri is our carelessness about this anxiety O x 

s: Ei So the erent story of Sri Radhika should surely be put on the 

mother. 

ar is a Sreat devotee of Lord Krsna. Nothing on KA 2: pa 

her when she hears the melodious tunes of his flute. oa ren 

Śri Krsna, describes her miserable condition in the fo lowing ; 

ae set HCE RAJAT: ALATA: | garaga Tea AAG aid wad | 

geccafemfefe a qfaia at AEAT USUI, i 

Aafa | MAANA ĝa wer siguria TAT | Aaga aeaf: aaia 

aufs; auma wale areae | Apaia fan mma we 

qaar ga wafa 1? ; 22 
ae Oh, how painful it is for Sri Radha, the daughter of 

Brkabhanu. She, the mistress of Vrndavana, has no liking for any other 

ne She does not give up the meditation on Sri Krsna or muttering of 

his M e Tt is she, the crest jewel of the race of the cow-herds, gho alone 

carries really the imprint of Sri Krsna. The notes of Sti Krsna’s flute 

please everybody ; the very moment she (Radha) listens to them she loses 

all consciousness of the outside world. Nothing gives happiness to her 
art except the sight of Sri Krsna.” | 

7 Sometimes Radha behaves like a desperate girl who does not know 


what to do when her lover does not come to her. She feels 
tells her friends : 


sfrcrat—faare | afaa ! gat mana ! eret A fra: quer, AAN fea A 


1. P. 19. 
2. Third act, p. 38. 


helpless and 
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afiafi ? wer epu yer, aiim W seat wafa mq wfeufan Pe TT 
sit fear facafa ? vafer rur cerned RaRa tafa fasa: 
sup afacata 1 

“éri Radha—dear Visakha and Lalita, let both of you go. Surely my 
friend has come, otherwise what will become of me. Death is sure to come 
to one who is born. If that is going to be my fate who has given all that 
she has, will that lead to the well-being of the world? The effect of the 
fall in the nether world of the love as lofty as the heaven will ‘result in 
scaring away (the people) from love ?" 

Krsna is crooked only at three points but Radha excels him in this : 
she is crooked at eight points. That is what Visakha says to Krsna : 

maara Aaga na | wud crue ufa Paez 
Aaga | cd amA APARIS ATAT | UU arana TQ Het Al XTHTUT 
qaa quat, mr, wr fa vgl, gre, mp Gaye wo» TAA | qm ene T 
ed pafa wat wur 1° 

"Visakha—O you, the lord of elephants for the big lovers with play- 
ful activities, you speak nicely. O you the dear and the handsome one with 
three kinds of crookedness (vakratva), our Sti Radha has eight kinds of croo- 
kedness (vakratva), Your vakratva is found in the beginning, middle and 
end. But Radha’s vakrtva is found in speech, hair, eyebrows, laughter, gait, 
veil and heart. O, the lord of vakratva, in your manifestation of the excel- 
lence of vakratva you will never be able to score a victory." 

Though Radha loves Krsna immensely yet when he asks her permis- 
sion to go to Mathura to kill Kamsa she does not stand in his way. She is 
not the type of girl who may prove an obstacle in the way of her lover and 
the well-being of the world to which end as she knows, all his actions are 
directed : 

siar (fafaa) — et | aat: gaas Hada: | frat 4 a 
qafa Wed senma vurq | (Saa sft) ara ! afa qaa web ate aa TU 
aren waaay, fag HAP AL AAT HATTA | Wü RIOT area Sura uU 

Shri Radha (meditating) : “Oh, the weight of sorrows must be lifted 
off the earth. If my loved one does not £o a great calamity may befall. 


1. Third act, p. 39. 
2. Second act, p. 35. 
3. Sixth act, p. 90. 
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(To Sri Krsna) My lord, if that were true, I would not come inthe Way of 
your leaving (this place) but you would please come back after the death 
of Kamsa. I will somehow while away my time. 

Her devotion to Krsna becomes still more manifest when (Krsna dis- 
Suised as) a woman Gopadevatü comes to her ànd begins condemning Krsna | 
before her, Radha is courteous to the lady who is her guest but is 
furious when she condemns and abuses Krsna. She is firmly of the opinion 
that all the misery through which she is passing is all her doing and her 
lover Krsna has nothing to do with it : | 

qa— (dq) afa! maig | agyded taafarare: | afr web odd 
sem Sareré at urea sme gaama xr? aA | anfia- 
Ai cafe aa, fg raa aTad deaf ? farane: gerran 
auii aaa aema fe ar d erf ? aiga farar: qd wd màfia WW | 
arai siai rae fgsrüw | aa Tear: aaa RANA: T T gaaf: 2 

“Radha—(Angrily) What a surprise, O friend, thy speech is exquisite. 
Are you in love with someone that you say ‘one should give up the thought 
of the lover who is nothing but a cause of distress. O Gopadevata ! true, 
the fire burns a town but what town is there which discards the fire ? The 
summer sun blights the lotus plant by drying up the (life-giving) mud but 
does the lotus plant repel it for that reason ? In my opinion love is all 
torture for.the beloved. The life of a woman is meant only for the well 
being of her lover, Has she any independent individuality or an indepen- 
dent way of thinking ?" 

Krsna—He is the Lord of the whole universe but he does not manifest 
his ‘Viratsvarupa’ every now and then. The Gopikas have no illusion about 
his $reatness ! 

Both Krsna and the Gopikàs pick up an argument and exchange hot 
words because Krsna wants that they should give some money by way of 
tax for selling ghee (ghrta) which Gopikas refuse because they are taking 
it for sacrificial purpose. After this goes on for quite sometime the war 
of words which ultimately ends on a very pleasant note. The Gopikas then 
praise Krsna in the following words : : 


suf wafi—agnetacted seat: | 
Ta Nt —atata aa Aled — BIST: N 


.. L First act, p. 27. 
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wale safer ares farce emere Tat: | 
miaa- TEST TTG: d 
qafa safe yiana saat Pau d 
Fra aA AAT TC DEPT TF: UI 
surfer safa srcaft-xfe-nfanmest | 
THAT ACY Ag — Wes di 
As Radha is highly devoted to Krsna, Krsna also considers her (Radha) 
as her ever-accompanying consort. When Radha becomes angry with 
Krsna for not keeping his word Krsna tenders profuse apologies : 
sftacu:—(ufsarafees) &fa | aaisa weno a cd WW ene 
Aasaa, wdeheraarengeudíu | wa ! aa Hur amaaa Waa 
ASITHQTCE SUIT: | aag- 
wa Maafa: ou sels KIS epp 
meg a atha ai qenurp d WD: 
qai farefa ferarsta aad saraa Area: 
Garda saat fanaa arr WX afer ie 


“Sri Krsna (To Radhika) respectable lady, I deserve your forgiveness. 
You are not only my companion for the playful activity of this life; you are 
my partner for all my playful incarnations. O Radha, the ten limbs of 
your body are decorated with lines of the ten incarnations, viz. ‘In your eyes 
the appearance of fish is found (indicating the Matsyavatara), in the breast 
is found the tortoise (indicating the Kürmüvatüra). Your waist is the rival 
of Nrsimha; your ankle is Vamana; you are the foremost ofthe beautiful 
ladies; your body is Srighana all the time everywhere; it is only in anger 
that you give the impression of (the incarnation of) Kalki’, 

Attracted by the melodious notes of the flute of Krsna Gopikàs forget 
everything and come running to him. But Krsna tells them that they are 
on the wrong side. He explains to them the course an ideal lady should 
follow : 


auaf a farra: sr waiters 
ngafa, erat a-a | 


1. Second act, p. 36. 
9. Third act, p. 47. 
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fes mirar ferae qtd 
q-a- sani UN dT THAT: U | 

“You good ladies should go to your respective homes and not tarry 
even fora moment. You should devote yourself diligently to the service of 
your husbands, children and parents. This indeed is the path of your 
düty . | : F 

But these instructions are meant only to test their true love for him. 
When Krsna thinks that Gopikas have full faith in him he reveals his true 
feelings to them : 

ga wf aaa Ase 
Agaa naty ES TAMA: | 
warengiaetadt afa at WAT 
aay WrermedT w mxfenia I? 

“Knowing that your heart is completely set on me I am immensely 
pleased with you, O fair ones ! This notion of your oneness with me that 
has risen in your mind is a sure guarantee for your speedy salvation." 

As a son, Krsna is very obedient to his parents. He cannot tolerate 
tears in his mother's eyes : 

sao: (mA aa mene deu aad frat sum) safe | aa 
sagas aer fuese ? cages gA fu safe fafa gafea ? 
area fr qonfeer-ufeni fep du ow fem 
at à arat gla wuf«dr Als ATATY WU: | 
ara A fag safen asena 2 0c 
' fur ard saraga fe a waa a 

“Sri Krsna—(First paying repeated obeisance to his mother and then 
saluting his father once)Mother, why doest thou sit with running eyes ? 
Has any calamity befallen even the supremely delightful place like Gokula ? 
Why is thy façe so wan and eyes so welling ? What is it that. troubles 
thy heart, tell me quickly, O mother ? Has that rogue of my elder brother 
told thee of some mischief of mine ? Or are thou shedding tears because you 
had a quarrel with my father ?" | 
— When leaving for Mathura Krsna praises his father and mother, who 


: ; 2i Third act, p. 58. 


A zr : 3 2 3, Fourth act, p. 63. 
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looked after him with so much love and affection and who sacrificed every- 


thing for his sake : 
qaftarafa ges Aadan gat 
aed mafa safa | aaea ups fer | 
Agara ur | ware wc ufum mur 
qup Agaa TAHA AVTATATAT HAH: di 
“O mother; the unction of affection which is sofcer even than butter 
that thou fosterest in thy heart, makes thee the sublimest creature in the 
world. O lord of Gokula, my dad, who could be more fortunate than myself 
whose affectionate father thou art, the progenitor of Yogamaya 2 
Krsna reveals his true nature when he reaches Mathura and faces 
Kamsa. The charming young man who is favourite of all the young and old 
in Gokula is now a fierce watrior challenging Kamsa in the following words : 
FOU: —V ACTA TCA | ga Treue afet aaa WIWSTEST T 


afaa, ANS ATA TATA TAT d RARAN yeaa l? 
“Krsna—O thou tyranny incarnate, thou burden on this earth! By 


thy elimination the earth will be light of its burden and free from stigma. I 


shall decidedly despatch you to the abode of Yama today. Reap the reward 


of thy action.” 
Thus we s 

world and at other times he is a loving and obe 

times he is a youthful lover making love to the gopikas. 


ee that sometimes Krsna is the Lord who governs the whole 
dient son and at still other 


1. Seventh act, P. 82. 
2, Eighth act, P: 93. 


1CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 






AL 
Py 


Vimalayatindram 


INTRODUCTORY | 
The play Vimalayatindram written by J. B. Chaudhuri deals with the 
life of Shri Ramanuja. It;has seventeen acts and 80 pages and is published 
from the Pracyavani, Calcutta, in the year 1962. 
PLOT 
First act-After Prastavana, Yadava prakash, Lakshman's Guru and Lakshman 
(Ramanuja's name in his earlier years) are shown discussing some philoso- 
phical problems of the Upanisads. Lakshman does not agree with his guru 
(Yadava Prakash) about his interpretation of some of the mantras. He 
humbly tells him that he has not fully grasped the meanings of some of 
them and if he would allow him he may put forward his own explanation. 
This arouses Yadava Prakash's jealousy of his pupil which he keeps in 
check, making no outward show of it, and permits him to explain the mantras. 
After he has explained them he loses all self-control and tells him to leave 
his place and go somewhere else. He calls one of his'‘old pupils who is also 
jealous of the extraordinary intelligence of Lakshman. The old pupil sug- 
gests to Yadava Prakash in confidence to end Lakshman's life by throwing 
him into the river. Yadava Prakash readily approves of it and asks his 
pupil to push Lakshman into the water when they all go to take bath in the 
Ganges. 
Second act—Govinda, the son of Ramanuja's maternal aunt, comes to know 
of the vicious plan of Yadava Prakash and his pupils. He forewarns Laksh- 
man to leave the place atonce and go somewhere else. Lakshman reluc- 
tantly leaves the place and goes deep into the forest. 
Third act—A hunter with his wife meets Ramanuja there and showers love 
and affection on him. After some time the hunter's wife asks for water 
which is not to be seen for miles together. Lakshman makes a frantic search 
forit. Fortunately after a while he comes upon a pond which is full of 
water, He helps quench the thirst of the wife of the hunter. Both the 
hunter and his wife are very much pleased with his devotion and bless him to 


'shine in the world like Lakshman, the younger brother of Rama. Lakshman 
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again goes to bring water for the wife of the hunter but when he returns 
neither the hunter nor his wife are to be seen there. It is only then that 
he realizes that he had met no other than Laksmi and Narayana in the guise 
of the hunter and his wife, | 
Fourth act—Kantimati, the mother of Lakshman, and his aunt Dyutimati are 
worried because both Lakshman and Govind are away from their home to 
take bath in the Ganga. Dyutimati fears that some calamity has befallen 
them. But Kantimeti tells her that whatever calamity might have befallen 
them, they are out of danger now due to the blessings of the Almighty. 
Meanwhile Lakshman returns and tells them the whole story: They are 
both happy and they thank God for saving the life of their dear sons. 

Fifth act—Alvandar Yamunacharya, a teacher who is very much impressed 
by the extraordinary intelligence of Lakshman, tells him that he has been 
looking for a person like him. He also tells him that the daughter of the 
king of Kanchipur is ill and though Yadavaprakash has taken the treatment 
in his hands she is showing no signs of improvement. A Brahmaraksasa 
under whose influence she has fallen has told Yadavaprakash that he would 
not leave her as long as she is under his (Yadava's) treatment. She can be 
cured only if Lakshman comes over there. Ramanuja (Lakshman) is ready 
to go at once. He cannot see anybody in distress. 

Sixth act—Ramanuja reaches the place where the princess is suffering from 
the effect of the Brahmaraksasa. Yadavaprakash with his pupils is already 
present there. When Ramanuja arrives and requests Brahmaraksasa to 
leave the princess, he (the Brahmaraksasa) immediately obeys him and 
leaves her (the princess). Yadavaprakash says that it goes to his credit 
that Ramanuja is able to cure the princess, for he is his pupil. But after 
sometime when Yadavaprakash again misinterprets the mantras Ramanuja 
interrupts him and points out that the mantras have an altogether different 
meaning. Yadavaprakash becomes furious at this and swears that he would 
never sec his face again. 

Seventh act —Yamunacharya loves Lakshman and adores him in his heart 
since he saw him first. He thinks that he is the only man who can show to 
the people the right path. Though on death bed, he sends Mahapurna, his 
pupil to bring Lakshman. He breathes his last even before Lakshman 
arrives. Wararanga, another disciple of Yamunacharya, is by his side. 
Yamunacharya is dead but three fingers of his hand are bent down. On an 
enquiry the; disciple tells him that while dying the Acharya had three desires. 
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in his mind. If somebody fulfils them his soul would rest in peace. When 
Lakshman pledges to fulfil them the fingers of the dead body become auto- 
matically straight. All are very happy to see this. 

Eighth act—One Kanchipurna isa great devotee of the Lord. When he 
returns from Tirupati he meets Ramanuja and clears his doubts about many 
religious‘and philosophical problems. When Ramanuja tells him that he 
wants to become his pupil, Kanchipurna declines to initiate him because he 
himself belongs to lower caste. He tells Ramanuja that he should go to 
Mahapurna, who, he thinks, will be able to initiate him. As suggested by 
Kanchipurna, Ramanuja goes to Mahapurna who initiates him (Ramanuja) 
and makes him his disciple. 
Ninth act—Jamamba, the wife of Ramanuja, isan uneducated lady. She is 
proud of her high caste and looks down upon and actually insults the wife of 
Mahapurna, the teacher of Ramanuja, who was staying with him at his 
express request. Mahapurna's wife pours some water into her pitcher 
from that of Jamamba's. At this Jamamba abuses and insults her. Mahapurna 
and his wife leave the house of Ramanuja. When Ramanuja comes to 
know of the whole incident he makes up his mind to take to Sannyàsa. 
Tenth act—Varadaraja, instructs Yadavaprakash through Kanchipurna to 
become Ramanuja's disciple. Yadavaprakash's mother also tells him that 
his only refuge lies in Ramanuja. Yadavaprakash himself feels inclined 
towards Ramanuja. Ramanuja satisfies him and Kuresh (a disciple of 
Yadavaprakash) when they ask him certain questions. Ramanuja initiates 
him and gives him the new name of Govindadas. He also requests him to 
compose a new book Yatidharmasamuccaya. | 


Eleventh act— Goshthipurna, a Sadhu, refuses eighteen times to give Rama- 


nuja a sacred mantra. Ramanujais very sad at this. After much persua- 
tion Ramanuja succeeds in getting the .mantra from Gosthipurna on the 
condition that he would not disclose it to anybody else. But on acquiring 
it Ramanuja gives it (mantra) to his pupils and thousands of other people, 
At first Goshthipurna is very angry with him (Ramanuja) but finally makes 


up with him. 


Twelfth act —Ramanuja goes with Kuresh to Kashmir and brings from there 
the only copy of the Baudhayanavrtti preserved in the Saradapitha there. The 


See Pandits of Kashmir are jealous of Ramanuja and Kuresh; they waylay them 
| after a month and snatch the copy from them, Ra 


manuja is very sad at 


: E: : . this but Kuresh promises to present him with an exact copy of the Vrtti 
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within only a few days because he has already got the whole work by heart 
sitting late at night when Ramanuja would be sleeping. Ramanuja begins 
to dictate the Sribhasya, asking Kureshto stop only when he comes to. 
notice some discrepancy or defect in his dictation. 

Thirteenth act—The king of Kashmir comes and apologizes before Ramanuja.. 
He is ashamed to hear about the misbehaviour of. the Kashmiri Pandits. 
Ramanuja is happy that the king of Kashmir is a sensible man. Meanwhile 
a voice from above announces that the Goddess of Saradapitha, Sri Saras- 
vati, is pleased with Ramanuja and utters the blessing that the commentary 
of the Baudhayanavrtti will be known from that time onwards as the Sri 
Bhasya. 

Fourteenth act—Kuranath, the pupil of Ramanuja, is blessed with two sons. 
Ramanuja comes and blesses them. He also tells Kuranath that his sons 
would shine in the whole.world. : 
Fifteenth act—Dhanurdas is deeply attached to Hemamba, a beautiful 
woman, whom he considers the best beauty on the earth. Ramanuja arranges 
to show him the highest beauty, the image of Laksmipati, at Srirangam. 
Dhanurdas is very much impressed by the beautiful image of the Lord and 
becomes the disciple of Ramanuja. On the other hand to show his pupil 
the difference between detachment and attachment to worldly aff airs he 
arranges Dhanurdas and Hemamba's stay near his ASrama where other 
Brahmana boys are living. Once when the Brahmana boys under the guise of 
thieves enter into the house of Hemamba she allows them to take her orna- 
ments feigning deep slumber. Ramanuja makes his disciples understand 
the difference between them and Dhanurdas, | 
Sixteenth act —Krimikantha, the king of the Chola country, is the follower 
of Shaivism. He is jealous of Ramanuja because he being a subject of the 
Chola country spreads Vaishnavism. Krimikantha cannot tolerate this and 
sends for Ramanuja to come to his assembly. Kuresh, the beloved and the 
most obedient disciple of Ramanuja, senses some foul play in this. He 
sends Ramanuja to a far off place and himself goes to the place of Krimi- 
kantha in the guise of Ramanuja. There in the assembly he vanquishes his 
opponents in Sastrartha. Krimikantha is furious at this and orders the 
pulling out of both of his eyes. When this is done there is commotion in 


the world, - At the calamity of this magnitude Nature too shows its destruc- 


tive phase. bce s 
Seventeenth act—Ramanuja is busy in Harindmasankirtanam. There is no 
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! in his i invites a Candala couple to join him 

or high caste in his eyes. He invi 
cr oed its desire to come to him, Even a Mohammedan woman 
Lachimar joins the Bhagavata religion and stays with Ramanuja. He has 
among his disciples converts from all the faiths —Buddhism, Islam and so on. 


Ramanuja blesses them all. 


CHARACTERIZATION 


~ — His life has been a continuous struggle against corruption in 
EST i B. individuals. Inthe student age when he is very young 
he has to deal with his teacher Yadavaprakash who would not take kindly 
to the freedom of thought and expression amoné his pupils. Ram anuja S 
habit of free expression of his thoughts brings him face to face with a cala- 
mity which could well have ended his life. 

His mental as well as spiritual powers become manifest even when 
he is very young. He succeeds where even his teacher Yadavaprakash 
fails. The Brahmaraksasa who does not leave the daughter of the king of. 
Kanchipur when treated by Yadavaprakash, leaves when Ramanuja 
arrives : 

(Aa gerereta:) GAA aa: XTSDEHTXE SÜRIRTHTQSTESTUT Tea | 
Waa crees: siaaa freitat, AAG THR AA AAT 
THM, Atay Wag Aas Fara: d 

“(From behind the curtain— Brahmaraksasa)"’ 
- “This again gives me delight. This princess has recovered due to the 
favour of Shri Ramanuja. It was not within Yadavaprakash's power to do 
so. May the Sadhand of Ramanuja shine, may Ramanuja's good wishes for 
the world spread. May God help all.” 

From his early childhood Ramanuja shows an unusual promise. 
Yamunacharya, a great saint of his time, is very much impressed by his 
extraordinary spiritual power. He-nominates him to his gaddi. Vararan£a, 
another disciple, tells him : k . 

WAM aA aae EAT vla? 
‘Venerable Yamunacharya has accepted yourself alone as our leader.” 
Ramanuja is liberal enough to spread the name of God to as many 

-people as he can. He gets a sacred mantra from Gosthipurna on the con- 
dition that he would not disclose it to anybody else. But when he acquires 


coop uc Ses e 2 
: 2. Seventh acty p. 30. Muti ys ete Sep ae as Sf) ern ^ ta) Xo -^ 
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it he throws the condition to winds and discloses it to everybody. When 
Gosthipurna comes to know of it he is furious. He chides Ramanuja in the 
strongest possible language for having broken his word. But Ramanuja is 
remorseless. He does not show even a trace of penitence; in spite of his chara- 
cteristic humility he is free and frank. The greatest good of the greatest 
number is his motto. Andno words and no promises can stand in the way 
of this. How cana great reformer like Ramanuja keep to himself that 
which would lead to the upliftment of his fellow beings ? See 
raga: (wae: war) ERU | quamdam: Teim WIARA- 
yagir i afa aarmen Aa yes Waa, Tegal WIenTTHÉ 
frigang zfr werten | Berd Fa T TXNTGWR Wu earedfer | afa WTESTIH- 
aa AIR FARNA ACA HAT: TATA AAT, TAT AA TTA MAAT- 
TERI U | 

Ramanuja has complete faith in God. He never likes to pick up a 
quarrel with those wretched pandits who snatched the Baudhayanavrtti. On 
the contrary he calmly hands over to them the book which he had procured 
due to the blessings of Goddess Sarasvati herself. This becomes clear from 
the words of Kuresh, his pupil, who accompanied him to Kashmir. 

pa: — qena at fap? fem quNsTeT Wee aaa sera fe 
THOT | Weg UT AA GLa CaM AART, Nut. 1° 

“uresh : What have you to do with stick or sword ? But what proot 
is there that you alone are the real owners of this book ? This book was pre- 
sented to my teacher by goddess Sarasvati herself.” 

Ramanuja is able to comment on the Baudhayanavrtti due to the sharp 
memory of his pupil Kuresh, who had learnt it by heart in the short period of 
a month. 
^ Ramanuja has a wonderful power to bring round people to his faith. 
Dhanurdas, one of his acquaintances, is extremely attached to a beautiful 
woman Hemaniba but Ramanuja makes him one of the great Visnu Bhaktas by 
his magnetic power. 


l. Eleventh act, p. Sle 
- 9. Twelth act, p. 53. 
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Dinadasaraghunatham 

INTRODUCTORY RUIT | 
| The play Dinadasaraghunatham is written by J. B. Chaudhuri. It deals 
with the life of Raghunath, a saintly person of saptagram (Krsnapura). It has 
Paes twelve acts and seventy pages and is published from the pracyavani, Calcutta 
E in the year 1962. | | i 

MIR ^ ? P L OT x . 

- First act—After prastavana in the first act Raghunath's mother is shown 
searching for her daughter-in-law. Sheloves her very much and cannot 
bear even a moment's separation ftom her. Somebody tells her that she is 
coming to see her. She is full of praise for her. Says she, "though she is young, 

she performs her religious duties very faithfully." When a pallivasini (village- 
woman) hears this, she too speaks highly of her. In the meantime there comes 

the daughter-in-law. Both the pallivasini and the mother-in-law bless her. 
LU After sometime the pallivasini is informed that'she has to go to some other 
er am place soon. She and the mother-in-law both leave that place. The daughter- 
= in-law is alone when Raghunath comes, They both have a talk with each 


















ce. Raghunath comes and tells them about the instructions and blessings of chaita- 


o Eier sometime Raghunath's father and mother go out leaving Raghunath and 
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worry so far he is concerned; he is only anxious about his father and uncle, 
He can do nothing except to pray to mother Radha for help. Meanwhile Ujira, 
a Mohammedan attendant, comes and asks Raghunath to disclose’the place 
of hiding of his father and uncle failing which he would be punished 
heavily. Raghunath gladly accepts the punishment, but refuses to oblige his 
opponents. Ujira is about to punish him. Just at that time Chaudhuri 
E himself comes. He is filled with affection to see the beautiful and glowing 
| | face of Raghunath. He not only releases Raghunath but also adopts him 
f as his son and makes him an heir to his property. ` ix 
B. c On the other hand Raghunath's mother is shown to be highly worried 
Hi about her son. Even her husband's soothing words have no affect on her. 
Second act—Raghunath comes to Nityanandaprabhu. Both are very 
happy to meet each other. Nityanandaprabhu arranges the "Dandama- 
hotsava', the Punishment Session, to punish Raghunath for having come to 
see him so late. The 'Dandamahotsava' is announced throughout the country. 
The Session is gone through with all formalities. The Mahaprabhu himself 
comes and blesses Raghunath. Raghunath spends the night with Gadadhara- 
a prabhu. All the people assembled there spend their time dancing and singing. 
E Third act—Govardhanadas knows that his son Raghunath is not an ordinary 
H man and is all the time engaged in meditation. But he poses before his 
| | wife asif he knows nothing. His wife tells him that their son always 
appears to be in a pensive mood. Govardhandas, though knowing every- 
thing, says that he does not know anything about the matter and both she 
1 | and their daughter-in-law should discuss among themselves the cause of 
Raghunath's indifference towards worldly affairs. Raghunath's wife frankly 
tells her mother-in-law that her husband is engaged in meditation all the : 
time and that she considers herself fortunate in having a husband like him. 
Her mother-in-law is furious at this and blames her daughter-in-law for 
Raghunath’s aversion for worldly life. She even uses harsh words for her 
and in a huff goes out. 
Fourth act —Raghunath leaves for Puri all alone without having even a 
single penny with him and without telling anybody anything about it. On 
the way some robbers catch hold of him and ask him to hand over to them 
all that he has. When he says that he has nothing with him they decide to 
kill him but the timely approach of the wife of the head of the robbers 
Saves him. i 
Fifth act—Raghunath reaches Mahaprabhu after twelve days though usually 
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it takes at least fifteen days. Mukunda, Swarupa, Mahaprabhu—all praise 
Raghunath for being so earnest and eager for Sannyasa. Raghunath tells them 
that he has been on the move for twelve days continuously. He did not have 
any sleep on the way and took food for only four times. | 
Sixth act—Govinda and Swarupa, two disciples of Mahaprabhu, inform him 
that Raghunath is lying before the temple ofJagannath since three or four 
days. If somebody gives him something to eat he would eat otherwise he 
lies there without taking anything. He is brought up in luxuries and now 
if he does not take care of his health he would lose it. This pleases Maha- 
prabhu for he knows that a true devotee is only one who can leave every- 
thing to the mercy of God. Mahaprabhu is himself eager to see him and 
give him certain instructions to proceed further on the path of 
devotion. 

Seventh act—Mahaprabhu is very much pleased to see Raghunath's utmost 
faith in God. Swarupa informs Mahaprabhu that Govardhanadas, the 
father of Raghunath, has sent two servants to look after Raghunath but he 
does not need their services. He has refused the money which his father 
has sent him. Earlier he used to take eight annas and feed Mahaprabhu 
but later he refused that also because he did not think it fit to feed his guru . 
with the money which he knows is not pure. 

Mahaprabhu is happy to know all this. He. offers him two things 
'GovardhanaSilà and ‘Guiijamala’ both personifying Sri Krsna and Radha 
respectively. Raghunath is very much pleased to have these from his guru. 
Swarupa too gives Raghunath a pair of clothes and the title EEkayanaskandhi’, 
Raghunath receives all the gifts thankfully. : 

Eighth act —Raghunath's mother loses her mental balance due to separation 
from her son. She condemns her daughter-in-law and says that she is the 
root cause of all her miseries. It is she who permitted Raghunath to take to 
Sannyasa. Balaramacharya, one of their acquaintances, tries to console her 
but to no avail. Govardhanadas is also very much worried on account of his 


son and daughter-in-law. He bewails his lot. ‘Sometime before I had every- 
thing - a loving wife, an obedient son, a good daughter-in-law, and huge 


wealth, but now I have nothing, says he. His daughter-in-law, however, 
consoles him. At last Govardhanadas is pacified and says that with such a 
good daughter-in-law nothing is lost really. . 


-Ninth act —Shri Sanatana, Shri Rupa, Shri Jiva and Shri Gopalabhatta are 
=e shown discussing the Spiritual qualifications of Raghunath. They also refer 


ï 
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to ‘Govardhana$ila’ and ‘Guiijamala’ which Mahaprabhu gave him shortly 
before his (Mahaprabhu's) death. All'the people assembled there show their 
concern at Mahaprabhu's and Swarup’s having left them at the same time. 
But they are happy that they have with them Raghunath, the true spiritual 
heir of Haridas. Mahaprabhu accepts happily the contaminated food which 
Raghunath offers him respectfully. 

Tenth act — Shri Rupa, Sanatana and Goswamin all praise the ascetic quali- 
fications of Raghunath. They also say that it is very difficult for a person 
to practice penance when he has spent his childhood and early age in comp- 


. lete luxury. They discuss many problems with Raghunath which he ably 


solves. He also solves the mystery of the crookedness of Syaima-Kunda. 

Eleventh act—Raghunath is sad because his colleagues, Shri Rupa, Sanatana 
and Goswamin have left the world. He feels very lonely. He does not want 
to live but he has no control over his death. Krishnadas Kaviraj asks him 
why he prefers the worship of Radha to Krsna. Raghunath tells him that 
Mahaprabhu preferred the worship of Matr Sakti’ (the power of mother- 


. hood). He has learnt this worship from his guru. 


Twelfth act —Mother Jahnavi comes to see Raghunath. Raghunath enquires 
about his Bengali brothers. She tells him that everybody is well there but 
she is sad to learn that all the great souls have left for heaven one by one. 
Raghunath has now settled in Vrindaban. Jahnavi is reminded of his mother 
and wife. They both discuss about the types of devotion. After this 
Raghunath utters the Bharatavakyd and with it the drama comes to 
an end. 
CHARACTERIZATION 

Raghunath, the main figure of the present play, is a devotee of God. 
He is the only son of a wealthy man but who cares for this worldly wealth 
when one is blessed with unlimited spiritual wealth ? His mother, little 


knowing of her son's high spiritual propensities, wants to bind him with 


worldly objects but as he is destined to go very high sensual pleasures fail to 
attract him. Fortunately for him Raghunath has a wife who understands 
him and helps him in his meditation. Even Raghunath's father feels proud 
of having such a son. | 

Raghunath is so eager to reach Puri that he leaves for that place on 
foot. He does not have even a single penny with him to meet the travel 
expenses. He is a fearless young man who knows how to face even death. 
While going to Puri some robbers try to kill him. He is fearless and prepa- 
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red to meet with death. Fortunately the timely approach of the wife of the 
head of the robbers saves him. 

By the grace of Lord he is able to perform superhuman acts. He covers 
the vast distances in an extraordinarily short time. Mahaprabhu, his guru, 
is so much pleased with his devotion that he gives him 'Govardhana$ila and 
'Guijamála as gifts. 3 

He spends his later life in Vrndavana and devotes himself to the medi- 
tation on the Lord. 

CRITICAL APPRECIATION 

One of the most prolific writers of the twentieth century J. B. Chau- 
dhuri has written on many branches of ancient Indian lore. He is a scholar, 
playwright and poet all rolled into one. ` So far he has written twenty six 
Sanskrit plays out of which some ten are available. Except one or two 
all of these are based upon the holy lives of the well known men and women 
devotees, saints and scholars. The author has propagated the bhakti-dharma 
through the easily intelligible and vastly popular medium of songs and 
drama. But this never should mean that they lack originality on that score. 
They are all based on painstaking research. For collection of materials the 
author has depended on authentic sources, ancient and modern. This material 
he has woven into a pattern. With his genius he has given it a dramatic garb. 
It is this combination in him of the research scholar and the playwright that 
singles him out as one of the great playwrights of the present century. 

Dr. J. B. Chaudhuri has many firsts to his credit. He is the first to compose 
Sanskrit dramas, being an ardent votary of the Mother Principle of India, on 
the Lila-sanginis or holy consorts of all the Yugávataras or incarnations of gods 
in different ages-Treta, Dvapara and Kali, viz. Sita, Radha, YaSodhara, Visnu- 
priya and Saradamani. He is the first to write a play on the divine life of 
Sri Aurobindo. This is the first attempt of its kind not only in Sanskrit 
but in all languages. He is the first to write a play, the Mahimayabharatam, 
on the irrigation policy of India.! 

J. B. Chaudhuris plays have a unique beauty of diction. They are 
written in simple Sanskrit easily intelligible to Indians with average educa- 
tion. It has been the author's aim to popularize Sanskrit among all sections 


J. Ishwar chandra Vidyasagar claims that J.B. Chaudhuri is the first to write a 

Mahanttaka after the Hanumannütaka. But this claim of his seems to be rather 
far-fetched. He probably is not aware ofa Mahünniaka Sivajicaritam. by Hari- 
düsa Siddhüntavngisa inthis very century itself. | 
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of people of India by means of dance and drama. Sayshe: 
MSHA MAAN AHI FART TAL Wu WTeurnmW: d | 
This aim he knew could be realized only by writing in easy and simple 
Sanskrit. "The easy flow of Sanskrit must not find an impediment in the 
rocky thickets of obsolete words or crosscurrents of peculiar uses." Says 
he. i 
It is probably this aim of his to be intelligible even to the common man 


that is responsible for his giving the go-by to Prakrits. In none of his plays 
he employs it. | 


Aninnovation that he introduces in some of his plays pertains to 
technique. Fe divides the acts into scenes. By the very nature of themes 
he cannot bring harmony and cohesion to them. There is no unity of time 
and place too. Very often the description of the activities in the whole 
life span of a character is dramatized. This of course leads to condensa- 
tion which requires the treatment of the important facets only which in that 
case means a jumbled mass of loosely-knit incidents, the only point uniting 
them being their pertaining to one character. While going through the 
dramas of Chaudhuri one cannot help avoid the impression that one is 
reading the biographies; the plays are only dramatic biographies. There is 
as a matter of fact little of dramatic element in them, little of suspense, 
little of melodrama. If J.B. Chaudhuri could have woven the incident 
into an interesting pattern he would have definitely given us literature which 
would have been matchless. It is really funny to see high philosophy being 
discussed on the stage as in the Vimalayatindram where the different inter- 
pretations of certain mantras as offered by Yadavaprakash and Ramanuja 
are found given. 

Even then whatever Chaudhuri has done is really commendable. 
Writing dramas on historical personages is by no means an easy task. The 
author has to see to it that they doin no case remain a mere history or 
biography, a mere statement of dry dates and facts. He has also to see that 
they do not degenerate into mere fiction or fantasy, soaring only on the 
wings of imagination, however sweet and charming. In the present case J.B. 
Chaudhuri has taken particular care to steer clear of the two extremes. He 
has tried to enliven his dramas with a number of songs and poems. How 
much he has succeeded in this is, however, a matter of opinion. 


1. Mabaprabhuharidüsam, First act,p.3.° ` 
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Again the devotional aspect of the plays is too prominent to look 
rather propagandist. This should not mean that we are not in favour of 
devotion or bhakti. Itsintroduction in a drama too we do not object. But 
what we do object to isthe too much of directness with which it is done. 
It should have flown out of the plays rather than flowing into them. 

As said above J. B. Chaudhuri writes easy Sanskrit, but that does not 
mean that his expression is all flat. As one of the modern critics has poin- 
ted out “J.B. Chaudhuri's language is.----.very simple, yet dignified; true to 
the point, yet sweet; modern, yet following the ancient rules—his language 
and style are wholly his own and permanent contributions to Sanskrit litera- 
ture as such.’ 

The works of J.B. Chaudhuri abound in verses. An idea may be had 
of this from the fact that even in a single work like the Anandaradham 
there are as many as 236 verses. These verses are composed in a variety 
of metres, both long and short. There is nowhere any trace of forcible 
composition in his verses. They have a natural flow and sometimes fine 

poetry clothed in flawless expression. The poet not infrequently, may be 
for a change, leaves the philosophical discussions and his obsession with 
bhakti and comes to have a poetical flight. He also gives us fine descrip- 
tions of the places or things as also the various timings, the morning, midday, 
dusk, midnight etc. Asan example we may mention the description of 
Vrndavana.as given in the following verses wherein the author shows his 
familiarity with the names of the large variety of trees: 


N EIES GARAE keik EU Aaa | 
GETAG GLE E IGE KLEE KAL C i | 
fee Ter IIR GENG REL i 
UH CAI-Ae-YAPHT TS: 1. 
Weare-Rreg-gferea- faire: 
Sarat freaarferga onm dd `. 
More poetic, however, is the description of Kashmir in the Vimala- 
yatindram : r 
UAT: — amis HAL Aai | Hel na taR ag | maA 
faaea aa aaa aad sag a nanaga at afea- 


1. Anandarüdham, Second act, pP. 21-22. 
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eddie Tat ? Vad Supe Wenn 
aaa aeda, aaa aera: , SMT SATA A gSTUW- 
ffar iage purafer ad aT: weet: saeia AT- 
ma Mater | adeaatit Wenrfüp aafaa waar 


segferfr | at aaa fuf, fara Aaa wr gai gA 


asa gem 27 

"Ramanuja—I have come to Kashmir, the veritable heaven on the 
earth. Is it that God desirous of condensing or excelling created here itself 
the essence of the beauty of each and everything. On the one hand there 
are the lofty peaks of the Himalayas and on the other a swift current of 
water. There is greenery everywhere, at every place. There are moun- 
tain ranges adorned with thick snow. Hundreds of birds sing, not far from 
this place a river flows on witha terrible roar. Numerous flowers please 
the eye and are in bloom everywhere. What is this grandeur ? What is 
this beauty ? Where else on earth could this have its match ?" 


Equelly charming is the description of Daksine$vara in the Sakti- 
sdradam : 


agafada eag — 
wed diqwawt gata eaa aea: gata 
arafa Fala aA Tea | 
sus gadaa gagean — XTHESUI 
Amaai erefmmwaq qreb dingSD OU 
"Unique js this place— 


Above shines the moon shedding nectar, below flows the murmuring 
river Ganges with its holy waters, charming on account of its unruffl ed and 
even waves. There yonder in front of us lives the hermit Ramakrishna 
with a pure body radiating bright lustre. With the combination of these 
three this place has turned into a sacred one, a veritable centre of pilgri- 
mage.” | 

Pleasant in the same way is the description of the Gonda forest in the 
Vimalayatindram. | E 


1. Vimalayatindram, Thirteenth act, p. 60. 
2. Saktistradam. Fifth act, p. 40. 
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— gagfa aama gT- 
«qfüg VAT: aa TT: | 
fafa a maerore- 
fag fagaga: ifa: sate? 
| “This place gives a very charming appearance on account of the full 


play of Nature. ! | 
This waterfall yonder is flowing down from the peak of. the mountain, 


| this young one of a deer has come to it here to drink its water. The rays 


of the Sun with little of lustre in them at the time of the morning do not 
enter the forest with a thick overgrowth of trees. 


Among the descriptions of the timings we may first take up that of the 
early morning when the night slips into dawn : 


| sa Falla fana WEST TED TAAT 
esas: gaa WERT athe: | 
aaaf sea aurae aver aem frag 
myag: sufrir sup ou? 
“See, this night is turning into the day. 3 27 
The darkness, both internal and external, has just disappeared some- 
where. The unobstructed movement of the birds and the animals can be 
seen on every side. There is no difficulty in apprehending the objects. The 
sky is without the stars. The night is carried away .by the smiling water- 
lilies while the lotuses are closing." — | 
We meet with the description of the midday in the Vimalayatindram 
in the verse. | | | 
Wet «exis WEHTQT:— | 
wei meggi fart srei- 
afar waiq TAA WEN EY WEGDTQÉ Ner: d 
TAT Ales gega maA T: 
fraas eaaa fad ag gT BI dS 


" “Oh, terrible is this time ofthe noon. The midday sun assuming 2 


1. Vimalayatindram, Second act, p. 10. 
2. Anandaradham, Third act, p. 55. ` 


3. Vimalayatindram, First act, p. 5. 
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terrible form and having arrived in the middle of the sky burns all the 
earthly objects. Its terrible form makes us remember partly the days spent 
in the house of the teacher (guru), for the teacher too fully causes uneasiness 
to his pupils by using harsh words.” | 

The description of the dusk we meet with in the following verse of the 
Mahaprabhuharidasam which is characterized by Pun too: 

FAAS (EATASATS ATER Leal ae: 
Asea aana:  |d 
qaaA-ga-a -aaa Past 

aa garaga wlefa Farafacar fg aeary I! 

“Oh the Sun, red in form (or impassioned), highly wearied, oblivious 
of the thoughts of love with the eastern quarter, carrying the weight of emotion 
and having the sole worry of obliterating the script (engraved) on the heart 
of the rows of the stars is closing its eyes making the dusk vanish.” 

More imaginative is, however, the description : 

mapag ea TATE gR | 
daearen aaa catty uU 

“The dusk, the noble family woman, having come to see the smiling 
moon is entering her home in the form of the flame of the lamps.” 

Not only in the descriptions of nature or places, in the delineation of 
human emotions too the author seems to be at his best. In his plays lie inters- 
persed a number of touching scenes. They are valuable in that they provide 
us a peep into the human psychology. ; | 

Thus when Haridasa dies Mahaprabhu feels very sad. He bewails his 
death in the most pathetic words. The sorrow of his heart flows out in the 
forni of the following verse ; . | 

qeu qaurereet fafaanfa miaa SHAT 
TUT STENT THAMSATY AAT ATT | 
aa aferafiser a wale cent afr rft s Tet 
Rata afge fcrre eren dfa. fret UU 

"I the wretched fellow, find the whole world empty. Krsna's name has 

no value in it; I look upon my lite, piercing me like arrows and everybody's 


ilc Mahuprabhuharidasam, Second act, p- 15. 


2. Ibid., Second act, p. 15. 
9. Ibid, Seventh act, P. 72- 
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companion as worthy of pity. I just do not like to do anything, my hand 
and feet refuse to work, when I think in my mind of the death of Haridasa 


that has just taken place.” 3 
The author embellishes his works with a number of Subhiasitas too, 2 


few of the most delightful of which are reproduced below : 
(s) amag fare ae Aa T Saw: l 
Tt aaga yaaa i? 
(ur) mami WXBUE manatan: I 
SIEHE RAP SHE ES EU SATA, Sc A? 
(m) aafaa aafaa fafana rfr TANA | 
a fe eaei wade mad PT di 
The author's language is characterized by a fair degree of alliteration 
at places. As examples we may mention the following : 
(m=) wwerreaénrdt i 
(ur) aA Wem, HAMAS, Tera Ta VIRTU | 
(a) macia srrercad Paster 1° 
(a) afaa Wasted mere afana gA 1” 
(s) v qu «nmm = 1° 
This alliteration is seen to be at its best in the very large number of 
songs—mostly in the free style known as Muktaka—which are to be met 
with in Chaudhuri’s works. Some of these are of the type of the Bhajanas 
and Kirtanas. The author seems to attach great importance to them. That 
is why through the mouth of Haridasa he says : 
ret dakie fg psu 1° 
"In Kali the wise people worship God by means of uttering his praises 
(Kirtanas) only." He is a true Bhakta. The following lines may well 


reflect his own thinking : 


I. Ibid, Third act, p. 29. 

2. Ibid, Third act, p. 30 

3. Bhüratahrdayüravindam, First act, p. 8. 
4, Saktistradam, First act, p. 5. 

5. Ibid, Third act, p. 21. 

6. Vimalayatindram, Fifth act, p. 19. 
:7. Ibid, Seventh act, p. 30. 

8. Ibid, Ninth act, p. 37. 

9, Mahüprabhuharidüsam, Third act, p. 14. 
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ufaga garga: ada fe fafa] |i 
Weal fe sp aree wA fe rem d 
“The joy of devotion far exceeds the joy of salvation. -The devotees 
do not aspire for salvation. They only seek devotion.” 
Music to the author is his very life blood. While talking of it he 
says : 
agada Haare TTA DUC aeda AA WHDTHQATUT WERTU- 
ware gaen aT WT wnDTSSDTHSEIÍX q1 
aeania A Veit ATH AAT | 
WERRTHRWATCRTCH-SITÉ p erferaTES |i 
AMER ATAS MA-ATATT TAL: | 
fafaa yaa area qu afguw war feu: n? i 
It is this love of his for music that explains the inordinately large 
number of songs in his plays. They make a very pleasant reading producing 
a jingle on account of the juxtaposition of the like sounds. We would do 


well to close our critique on the plays of J. B. Chaudhuri with a reproduc- z 
tion by way of a specimen of a song from each one of his plays. 


(=) wet aei IR | 
ARIST SATA 
TATATA N 
yaramagan TAA AA fagn 
WIRTHT STESTTTTA | 
gdes arferer sitet 
fret ar duree u? 

(a) a4 aagana: cd faaararaa: 
SEWER WISI JTTA: | 
Wai-wet-wlleaa WT GNAN- 
WaT RATAT- TANINA: | 
qe eal: IAI RTT: 1 14 

1. Ibid., First act. . Pie: 
2. Mahaprabhuharidasam, First act, p. 7. RS 


3. Saktisüradam, Fifth act, p. 46. 
4. Mahüprabhuharidüsam, Fourth act, p. 37 


, 


| | i LM 
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(ar). amaai SATA fafaa farai X | 
ge STS BT ger TAT F game x I 
faafaa Seat seia- an-A: | 
TRAM: BEATA feqq paa ferina N 
gear asc ngfererne: mat agg AIA NIU : 
maar gw AT AT gi AMG Fa aa: ATA ATS WN" 

(a) ferarrasit ? quiet | 
agteraf | 


aerae aa a TT 
ai arefer Aletta ACCT t? 

(=) Faaa nsf agama 
Faa NAAT | 
afa afa afa ara at a4 p au aT 
affa fafafe «rer cafes cera a: t? 

(a) xafa nari srfet-gaarturg 
saig m-a | 
We gat aaea Wats 
are werte: arafaf N 
aaria giagi 
at Sat Sal TT | 
Wasa fenus 
SAI Set Saget 114 

Bhüratahrdayüravindam, Second act, pp. 14-15. 

Vimalayatindram, Twelfth act, p. 54 


. Anandaradham, Second act, p 24 
Bhiskarodayam, Ninth act, p. 62. 


Pens 
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f DINADASARAGHUNATHAM 


+ (6) WHAT AMAT Fee aag Nie 

o ARa feng STRESS d i 

| faase aneo TAMA TTT, ME EB 
Jon aiig} ngasi weguuWm ui 3 


Preksanakatrayi 


ODUCTION 
oe ae V. Raghavari, ‘Preksanakatrayl deals with the life of 
three poetesses of Sanskrit literature. Dr. P.V. Kane while writing a fore- 
word to the book says— ; a 

“In the present work he has skilfully presented in a dramatic form 
what little is known about three Sanskrit poetesses, Vijjika (or Vidya), 
Vikatanitamba and Avantisundari, and has woven into the plays the very 
fine verses that are attributed to these poetesses in Sanskrit anthologies. 

In the general introduction to the three Vignettes collectively called 
Preksanakatrayi, Dr. Raghavan gives us an insight into the working of his 
mind which prompted him to go in for these and the system and the method 
that he followed in creating them : | 

“The three Vignettes presented in the following pages relate to the 
life and personality of three women whose names illumine the pages of 
Sanskrit literature, Vijayanka (Vijjika) and Vikatanitamba, the foremost 
Sanskrit poetesses of the classical age, and Avantisundari the learned wife 
of the poet and critic RajaSekhara. i | 

No complete work of either of these poetesses has come down to us- 
but some verses of theirs are preserved in the anthologies. Avantisundari 
wrote no work, but her opinions on literary matters and interest in literary 
activities are recorded in her husband's work. Utilising the verses in the 
citations and references in the Alanküra works I have imaginatively worked 
out the situations; and enriching the text with authentic lines, echoes and 
ideas from the writings of these ladies and other related writers, I have tried 
SEU to capture in the presentation the spirit and atmosphere of the old Sanskrit 
S | literary circles, the gosthis, in which Kavis and Sahrdayas mingled and 
mutually cherished their twin arts of creation and criticism." 

VIJAYANKA | 

Introductory — The writer has given a short introduction of each poetess 
in the beginning. About Vijayanka he says : : 

— —Vijayanka, is the foremost among the ancient women poetesses of the 
-. classic age of Sanskrit poetry. No full poem of this poetess has survived. 
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but stray examples of her fine poetry have been preserved in the anthologies, 
and works on rhetoric also give a glimpse of her personality. It is indeed high 
praise for her to have been placed by the critic RájaSekhara by the side of 
Kalidasa himself. Known as Vidya, Vijjika or Vijayanka, this poetess has 
been identified with the queen of PulikeSin II in the later part of the 7th 
Century A. D. A verse speaking of her swarthy complexion confirms her 
Dekhan or Southern home." 
PLOT j 
The court poet is busy reading a book in the Sarasvatīmandira, in the 
palace of King Candraditya. The king comesand aier paying respects to 
the learned poet asks about his (king's) wife, who he thinks might, be having 
a literary discussion with the court poet. But she is not to be found there. 
After a while the queen Vijayanka appears there. All the three have a free 
and frank discussion about many literary problems. Vijayanka criticizes 
even the great poets and critics. All are very happy end impressed -by the 
sound judgment of Vijayanka. 
CHARACTERIZATION 
Vijayanka—ranks very high among Sanskrit poetesses. Her poetic 
capabilities are very high. Her girl friend praises her in the following 
words : 
agada Pii farga TAA | 
qr dex RTT TTA: afaa ATT Ul? 
“Victorious is that Vijayanka of the Karnata country who is like 
Sarasvati and is the dwelling place of the Vaidarbhi style after Kalidasa.” 
She is herself proud of her literary attainments and considers herself 
superior to all other poets except Brahma, Valmiki and Vyasa. We can 
get an idea of her arrogance from the following verse of hers which we 
reproduce below : 
used enti TIA gie. AeA aq eau: 
x qd maa wafia quens AAT TAGAR | 
grae ufa Tenere m: Hed qd 
qat fer «arf THOU AIST Scam. Ue 
“One was born of lotus (Brahma), another from the bank of a river 
(Vyasa) and still another from the ant-hill (Valmiki). All these poets are 


1. Vijayünkm P 7- 
p lbid, p 4. 
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my gurus. I bow to them. Ifthe recent poets charm the mind by their 
prose or poetic compositions, I, the beloved of the king of Kernata, place 
my left foot on their heads.” 

Vijayanka seems to have been a South Indian as is indicated by her 
complexion spoken of by her own self in the following words : 

Ataa fafai WISI | 
gq atsar sim aiga exeat Lt 

“Not knowing me Vijjika, dark as the blue lotus petal, did Dandin say 
wrongly that Sarasvati is all white.’ 
VIKATANITAMBA 

Introductory—The writer has introduced Vikatanitamba in the follow- 
ing words : 

“Vikatanitamba stands next to Vijjika. Of this poetess again no full 
work has survived but we are able to have glimpses of her and her writings 
from anthologies dnd works of AlankaraSastra which speak of her. 

In the anthologies six verses of hers are quoted. In them we see the 
hand of a master of the classical style; the chief characteristic of her writing 
is the somewhat frank manner in which she speaks of the moods and situa- 
tions of love. | 

From one of these verses we can infer that she was associated with one 
Govindasvàmin who was probably her guru. 

From another quotation presented in some Alankara works, we have an 
Insight into her unfortunate private life. For a poetess of her accomplish- 
ments, Fate was hard enough to give an illiterate husband who could not 
even mouth Sanskrit properly.” 

PLOT 

The poetess Vikatanitamba is sitting in a room, with a pen in her hand. 
Her friend is by her side. Meanwhile her teacher Govindasvamin comes 
there. He is very much impressed by her talents. Vikatanitamba reads 
her poem to Govindasvamin for his scrutiny. Govindasvamin is very much 
impressed by her flawless composition. He further says that he would bea 
most fortunate man who marries such an intelligent girl, At this remark 
Vikatanitamba says that she feels that she would be married to a foolish man 
Meanwhile her friend brings the news that her father has settled fee 
marriage. Vikatanitamba indifferently answers that she has already selec- 


1 Vijayanka, p. 4. 
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ted poetry itself as her husband and now there is no need for her marriage. 
But unfortunately her father is firm in his decision and she is married to a 
foolish man who cannot pronounce such simple Sanskrit words as klesa, 
susthu, masa and ustra correctly. After marriage when the friends of 
Vikatanitamba ask him his name he instead of telling them his proper name, 
says that he is the husband of Vikatanitamba. He usually answers all ques- 
tions in Prakrit. The guru of Vikatanitamba, Govindasvamin is vety much 
pained to see the misfortune of his favourite pupil. 

Vikatanitamba—too is a well known poetess of ancient India. She is 
given to literary pursuits. Even Govindasvamin, her teacher, recognizes 
her literary talents. Though he is her teacher still he considers her to be 
his equal. The following dialogue would clearly bear it out : 

areara (saa) ATA, Tre | 
Aaea aaga | fremd aaisa wet care | 
qz wee: | ART qud cad TT quaeras | 

"Viketanitamba — (Getting up), I bow to thee. ! 

Govindasvamin—Enough of formalities. On account of your superio- 
rity in learning, I, though your teacher, look upon you as my friend. Please 
recite the verse. lam eager to hear your melodious verses. 

She is a poet of a very high order. Her description of an abhisarika 
going out in the darkness of the night has elicited high praise at the hands 
of critics. To the question as to whether she is not afraid of going out all 
alone at the dead of night she gives a very clever reply which brings out 
in full the poetess in her D 

qq sferarfer HCAS eer FATT 
groan aafia za wert A I 
wanted qu wd a fa GIGI 
qafa gefaar naeng: u? 

“O you with tapering thighs, where are you going at the dead of 
night ? (I am going there) where my lover. dearer to me than my life even, 
lives. O girl, tell me, are you not afraid of being all alone ? Well, I have 
cupid with his feathery arrows as my companion." 

Another of her verses which she relates to her teacher through her 


1. Vikatanitambs, pP. 2-3. 
2. Ibid, Pp. 3. 
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56 
singer-friend too is very beautiful : 
fa grf« daefas aga 
dafs fawgere uw TT: d 
fes Aarts fanafana 


EXT ated Weed RT: t+ 

“O, you the unfortunate woman, what is it to you that you raise a 
mango tree at your door. This tree, the wretched one, is poisonous. When 
there is even a slight change in it in the form of blossoming there are terri- 
ble attacks of the fever of love." 

Though herself a talented lady she has some prescience that her 
husband would be an idiot. If it happens how would she pull on with him. 
Jt is this fear to which she gives expression in the following lines : - 

mea asst wg cw faga a faga € 
we aa fadar care fadat cared Fay 1? 

- "For whom vihasya and vihaya are the forms of the genitive and the 
dative respectively how can I marry him ? How aham be a form of the 
dvitiya, the accusative case." 

But that is the misfortune of the lady. Her fears prove to be true. 
She gets a blockhead as her husband. 

AVANTISUNDARI | 

Introductory—The author introduces Avantisundari in the following 
lines : "Avantisundari is the learned wife of the poet, playwright and critic 
RajaSekhára, poet laureate of the Cedi and the Kanauj courts. Rajasekhara 
(Circa 900 A.D.) is the author of three plays, a long poem and a voluminous 
work of literary criticism called the Kavyamimamsa. In one of his plays 
the KarpUramaiijari written entirely in Prakrit he says it was produced at 
the instance of his wife Avantisundari. Thatshe was an eminent literary 
figure we learn more specifically from her husbánd's Kavyamimamsa where 
he records her opinions on three questions in literary criticism, viz; the ques- 
tion of what exactly is meant by maturity of expression; the question of 
what exactly is the nature of poetic idea and the question of poetic borro- 
wing which in its baser form becomes plagiarism. 

; RajaSekhara describes him as belonging to a distinguished Brahmana 
family and his wife Avantisundari as a jewel of the Chauhan family which 


l. Vikatanitamba, p. 4. 
2. Ibid, p. 5. 





n——————ÓÁM——À 


* -— 


2 ATEC 


| 
| 
i 
| 





IDEEMNI—————————— =... 
, 


PREKSANAKATRAYI 57 


means that she was princess. What exactly the romantic circumstances 
were which led to their marriage is not revealed by any of the available 
references to her." 
PLOT 

Avantisundari is busy going through a manuscript, Rüjakavi Rajase- 
khara enters and asks her which book she is poring over. Avantisundari 
praises the book very much but does not disclose the name of the author. 
They both discuss about the book for quite some time. At last the secret 
is revealed to him that the book about which they are discussing is his own 
creation. Both are very happy over this. RajaSekhara tells Avantisundari 
that Karpüramaiijari is not sweet only to the ears but is also capable of 
pleasing the eyes. RàjaSekhara himself makes arrangements for the staging 
of the play which is to be shown in the auditorium of the royal palace. 
Both Rajagekhara and Avantisundari talk about the play end then them- 
selves go to see the play. : 
CHARACTERIZATION 

Avantisundari—the wife of RajaSekhara, is herself a great critic. Her 
husband appreciates this quality of hers when he finds her poring over a 
book. He naturally becomes curious to know its name. He is sure of this 
that no ordinary work:can absorb her thoughts so much. 

qaia: afa agaga | ase eher TI Gp CATT TT 
gaar TU Pt 

"RajaSekhara—O you the crest-garland of the family of the Chaha- 
mánas, what is this manuscript to which you are paying such deep and 
respectful attention ?" 

She is all praise for KarpUramaiijari, her husband's work, and expresses 
her ideas in the following words : 


akaga — an tsaga | WIAA mq THES T a artadi- 
a ai g maaa agaaa | axe 

qaa VACA agg aA |? 
" Avantisundari : at that time I read it and enjoyed it. This KarpUra- 


maiijari, like the camphor blossom is full of the fragrance of rasa. Not only is 
it fit to be an ear-ornament but also will this give delight to the Sahrdayas, 


1 Avantisundari p. 2 
2. Ibid, p. 6. 
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the poetically susceptible people, by its sight ( performance) too, So | want to 
e € 44 . . " 

enjoy it by having 1t staged. M. a 

Avantisundari was a great literary figure of her time. She was rhetorician of 


-no mean merit. Her husband was deeply impressed by her critical acumen. 


She is quoted as an authority on some of the literary problems 1n c rade 
inimamsa. She can put forward her own theories, á$ for example, on saoaapara; 
maturity of expression, she Says : uc. 
Areria aai TT: U zc 
On vastusvabhava, the nature of poetic idea, she says : 
eaaa sega sia aaea k 
CRITICAL APPRECI ATION | | 
Dr. Raghavan is quite expert in giving u$ short plays on the model of 
the Western operas. It was given to him only to create plays from the 
minimum of the matter with him—a few verses of the poetesses found in the 
anthologies. This was the skeleton. The expert hand of Dr. Raghavan 
gave flesh and body to it. These verses in these: plays. were judiciously 
arranged by the author in a way as to come to acquire a sort of sequence 
and were made to fit in with the prose based on them. The whole effort 
was very natural—no appearance of a contrived effort to create a story 
where none existed previously. It goes to the credit of the author that the 
verses of the poetesses seem to flow out of the prose of the author and noc 


vice versa. To impart naturalness to a contrived thing is the greatest 


success of any creative artist. Dr. Raghavan cen cleim this success in .en 
abundent measure. 


Dr. Raghavan has a pleasant style. His language is full of alliteration 
as may be seen from the following examples : | 
shag vt? wuf«mp£r aufugit wei TAT 5 qaaa- 
xau afanar N | 


In metaphor too he shows his excellence. The met aphor of the 


maubtikas (pezris) on the muktakas (free style verses) is very favourite 
2, led. p- 10. 

3. Visites 9.2. ; 

4... 164, p» 5. : 

5. lbid p. 7 : 

6. Ibid, p,7. 

7. Avantisundart, p. b, 
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with him and is very charming too on account of its alliterative effect, 

which probably is responsible for his resorting to it more than once. The 

mention at one place of pratibhāśukti as the muktakamauktika is very happy : 
maagi yannan nfa vadum AEI E (ibik Chies Ty I? 

The metaphor is complete here. Elsewhere the author gives us & 


metaphor of a mighty river for Paninisastra while speaking of such gram- 
mars as Katantra as merely canals: 


meng arforfragradtererggfeftPar: enaga ana a am? 
At another place he speaks of intellect as the kataka with: which the 
impurity of thoughts is to be recovered : 
aa aaraa famega Mafao v 
The author, a great dlankarika, is quite expert in the use of the similes 
too as may be seen from the following examples : à 
(a) Safa faafaa vaca qe fana feu: i 
(ur) agad fg aa guarit wat TATATT aare afaa aeaaea 
afana Ra m PO ui E | 
(a) Sa seerfeata ser arf sre Prorat Ê 
A few good sentences pregnant with deep meaning too greet the eye 
of the reader as it wanders from page to page : | | 
(s) am: gerere mr aaa aeia wg 1 | 
(a) qi Aadat ward eum: Gf, GT wrüfeser ain 
TAL Wm 1 


Vijayanka, p.6. Vikatanitamba, p. 3. 
Vikatanitambi, p. 7. 

Avantisundari, p.8. 

Vijayünki, p. 6 

Vikatanitamba, p. 5 


Vijayünkt, p 7. 
Ibid, p 6 
lbid, Pp: 7 
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 Kalidasacaritam 


INTRODUCTORY | 
The play 'Kalidásacaritam' is the work of Mr. 5. B. Velankar. It is 
published from Bombay in 1961. The play consists.of five acts and has in 
it some hundred printed pages. The title of the play would make it look a 
historical work. ‘The author is anxious to set all misconceptions about it at 
rest. says he: ; ete 
Weüfrgrfu TET | greffe wer WIEHUUSISNT TA si farafaus 
sem Arata men denemedura fada | dd irfana qur sno weg 


afa we 14 

“The play is not a historical one. What image my mind could draw 
by wading through the works of Kalidasa, is being put here in the form of 
a play. If the connoisseurs can persuade themselves to like it, I will consi- 
der my labours amply repaid." . ^ 

In the beginning of the play, the author has given a preface covering 
four pages in which he has thrown light on some ofthe important facts in 
the play. 

While writing this play, the playwright has kept in view the sequence 
in which Kalidasa composed his works. The play begins with the comple- 
tion of the Rtusamhara and ends with the beginning of the great poem 
Raghuvam$a. The time of his (Kalidasa's) embassy to Vidarbha coincides : 
with the creation by bim of the Meghadtta, The Malavikagnimitra, too 
can be assigned to that very period. i 

Except Kalidasa and Vikramaditya, all other characters are imaginary. 
Even Panditaraja who is shown in the play as connected with all plots to 
bring down Kalidasa, is the playwright's own creation. He cannot evidently 
be famous Panditaraja Jagannatha, for, he was a much later poet belonging 
by consensus of opinion to a period not earlier than the 17th century A.D. 
He is definitely not the contemporary of Kalidasa. 

Kalidasa is shown in the play to lead an embassy to the court oi 


1 Prayojanam. 
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KALIDASACARITAM : ôl 


Vidarbha. From there he sends a message through a cloud to his wife, 
Alaka who is the personification of the city of that name. It is found 
mentioned in the Meghadüta. The urge to send a message to the separated 
beloved came naturally to Kalidasa and it is this urge which found its fulfil- 
ment in the immortal lyric poem, the Meghaduta. 

PLOT 


First act—The play opens with the preparations for the spring festival. 
Queen Vasudha is shown waiting anxiously for king Vikramaditya. Time pass- 
es by but the king does not turn up. The Queen is naturally worried at this. 
Then appears Panditarája with the information that Kalidasa has insulted him 
in the royal court that day. The Queen is very angry at this and thinks of the 
means to send Kalidasa out of the capital (Ujjayini).In the mean-time, king 
Vikramaditya comes. He is full of praise for Kalidasa's proficiency in samasya- 
purti and remarks that he, (Kalidasa), is certainly more learned than Pandita- 
raja. These words of the king naturally do not appeal to the Queen, for, she, 
in her heart of hearts, wants to get rid of Kalidasa. Just at that very moment, 
Kalidasa comes there and joins the king, the Queen and the Panditaraja. He ' 
comes with the information of Vidarbha's plot. The king likes to discuss the 
whole thing with his Chief Minister and his Commander-in-Chief, before 
making up his mind on any course of action. In the mean-time, he orders a 
competition between Kalidása and Panditaraja for extemporaneous composi- 
tion of verses. He asks the Queen to be the judge and to find out for herself 


-as to who cf the two is superior to the other. The competition begins with 


Queen Vasudhà as the judge. Both rivals compose verses and do the samasya- 
purti and the like. Now here, too, Kalidasa’s verses prove far superior in merit 
to those of the Panditaraja. Queen Vasudhá herself has to concede this, but 
she cannot reconcile herself to the popularity of Kalidasa.The seeds of jealousy 
sown by Panditaraja seem to have taken deep roots in her mind. 
Vikramaditya comes to know from the Chief Minister that the king of 
Vidarbha, in collusion with the king of Kosala, is plotting to overthrow the 
king of Malava. In the light of this, it is decided to send somebody to Vidarbha 
to lead an embassy to its court. Queen Vasudhà now finds the right moment 
to get rid of Kalidasa. She advises the king to send Kalidasa to the court of 
Vidarbha as ambassador. She also, at the same time. devises such measures as 
may make it impossible for Kalidasa to come back to Malava. Kalidasa very 
gladly accepts the royal assignment and in high spirits, leaves for his home. 
Panditaraja, on the other hand, prepares a scheme for the removal from the 
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residence of Kalidasa of all his works through one of his accomplices. Vasudha 
sends that very accomplice to Vidarbha to keep a close watch on Kalidasa's 
movements. During his visit to Vidarbha, Kalidasa is accompanied by his 
brother, Raghunatha too. - 
Second act—Sukirti, the ruler of Vidarbha, is highly worried on account of 
Kalidasa’s diplomatic mission.. He tries to find out from him some important 
secrets of Malava, but fails. He is highly disappointed at this. He, however, 
comes to know that Kalidasa is well aware ot his (Sukirti's) collusion with the 
ruler of Kosala and their joint plot to launch an attack on Malava. Sukirti is 
afraid of this information passing to Vikramaditya. So to prevent Kalidasa 
from going back to Ujjayini and submitting a report to -his king about his 
(Sukirti's) plot he (Sukirti) arrests him and puts him in prison. Still undeter- 
red at his efforts in getting hold of some secrets of Malava, Sukirti appoints a 
girl named Sarasvati, a charming singer and dancer, to keep company with 
Kalidasa. To fecilitate her work, he hands her over a ring with a royal insignia. 
— Now the story takes a different turn. Sarasvati, while on her way to 
Kalidasa's apartmant in the prison, is molested by: Govinda and Gopala, the 
two spies who have been assigned by Panditaraja and Vasudha the duty of 
keeping a watch on Kalidasa's movements in Vidarbha. They express their 
desire to Sarasvati to marry her. Sarasvatis honour is at stake. In these 
moments of distress, she prays to Raghunatha (Rama) to save her. Now we 
have a dramatic irony. The name of Kalidasa’s brother, too, is Raghunatha who 
happens to pass that way. He thinks that a woman in distress is calling out 
to him for help. He appears on the scene and rescues Sarasvati who is 
naturally highly grateful to him.When she comes to Kalidasa, she tells him that 
she is his friend and that she would prove helpful to him in every possible way. 
Just as she is sayiny this, Raghunatha comes. Kalidasa introduces Sarasvati 
ee to him, little knowing that they have met each other earlier, too, by a strange 
E turn of events. Sarasvati very well recalls the words of praise for her hus- 
ee band’s younger brother that Alaka (Kalidasa's wife ), her one time friend, 
1 M had uttered once. She was already feeling attracted towards Raghunatha. Now, 


p m having had an opportunity to see him, she falls in love with bim. She also 
E _. frees Kalidasa from captivity by some device. Kalidasa continues to live in 


Vidarbha disguised as Raghunatha. Sarasvati and Raghunatha, too, live 
together and marry each other by Gandharva rites. _ | 

Third act—King Vikramaditya does not receive any news fram Kalidasa while 

from some other sources, he comes to know that he (Kālidāsa) has been 
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arrested and imprisoned by Sukirti. He naturally feels inclined to launch an 
attack on Vidardha to punish its ruler for having broken the age-old conven- 
tion of diplomatic immunity but the very idea of the killing and destruction 
which a war entails, puts a brake on his desire to wage a war. This is one 
side of the picture. 

The other side is furnished by the arrangements that Panditaraja makes 
for the theft of Kalidása's works in his (Kalidasa's) long absence from Ujjayini. , 
At Panditarüja's instance, one Govindabhatta goes to Kalidasas house to 
remove from there by theft all his works. Now it so happens that Kalidasa, 
who has slipped out of Vidarbha prison and has come back to his house 
in Ujjayini the same day quietly notices the thief in his house and 
catches hold of him. At this, Alaka, the wife of Kalidasa, gets up from her 
bed and thinking Govindabhatta to be a fool who has entered the house 
through mistake, requests Kalidasa (who is disguised as a policeman) to 
release him. It is only after some time that Kalidasa discloses his identity 
£o Alaka. This rather unexpected union of the separated husband and wife 
provides intense happiness to both of them. 
Fourth Act—Back in Ujjayini, Kalidasa tells everything to Vikramaditya 
who becomes all the moze favourably inclined towards him and sends him 
to the Kuntala country as the head of a diplomatic mission. Kali- 
| dasa's absence from Ujjayini once again provides Panditaraja an oppor- 
j tunity to hatch a plot against him. He proclaims him (Kalidasa) a spy of 
Vidarbha. Panditaraja goes to Vikramaditya with this allegation against 
Kalidasa. As a proof for this, he points to Sarasvati, a girl from the Vidarbha 
country, who is living in Kalidása's house. Vikramaditya tells Panditaraja 
that if what he had said is proved correct, then Kalidasa would surely be 
punished. But if, on the other hand, Panditaraja’s allegation proves false 
and fabricated, he (Panditaraja) will have to suffer the punishment which 
Kalidasa may fix for him. Panditaraja agrees to this. Sarasvati is called 
to the royal court. She reveals there the secret of her marriage with Raghu- 
natha, Kalidasa’s younger brother, and gives satisfactory answers to the 
questions put to her. Panditaraja's allegations are, thus, proved untrue and 
he is ordered to clear out of Ujjayini immediately. . 
Fifth Act—King Vikramaditya honours Kalidasa for all the varied services | 
rendered by him to the State and for all his poetic work composed upil' . .  — .- 
that time, which, of course, does not include the Raghuvamsa. He (the king) 
puts him at the head of all the nine jewels in his learned assembly. 
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j zditva holds the view that a poet is far superior.in importance 
cs izes the bravery of the kings 
by his poetry. The Army Chief, however, disagrees with him. Says he, 
“The soldier's contribution to the safety of his country is the ane na 
poet's for the prestige of the country.” He (Army Chief) does not li ee S 
honour done to Kalidasa. This naturally hurts Kalidasa. He is further paine 


at the stipulation by queen Vasudha conveyed through Sarasvati that in the . 


next plays to be written by Kalidasa on the life of Vikramaditya, he (Vikra- 
maditya) should be described as having one wife only. Thus does Kalidasa 
give expression to his injured feelings : “Who are these people to order a 
poet while they themselves are incapable of restraining the king from having 
more than one wife ?" He asks Sarasvati to carry the letter of resignation 
from tbe post of the Chief of Poets, on which he was appointed only a little 
while ago. Sarasvati agrees to do so and leaves to meet the king. Just as 
that very time, the Chief Minister enters Kaliddsa’s house and informs hira 
that he (Chief Minister) has been sent by the king to secure his resignation, 
On an enquiry from Alaka, he tells her that after Kalidasa had been honour- 
ed the Army Chief went to the royal palace and requested the 
king to relieve him of his present post on the ground that if 
he likes Kalidasa, the envoy, then what has he to do with the rather 
redundant office of the Army Chief. The king tried to pacify him and bring 
him round and put in efforts to persuade him to change his decision. But he 
was adamant and would not listen. So finding no way out, the king orders 
Kalidasa to tender his resignation from the External Affairs Ministry post 
The Chief Minister carries with him the draft of the resignation letter. He 
gives it to Kalidasa for his signatures. Kalidasa feels highly relieved at 
this and tells his wife that he is no longer a subservient royal employee. He 
can now breathe freely and will henceforth devote himself entirely to writ- 
ting poetry. He expresses the wish to take up for the theme of his poem the 
history of the whole race of Sri Ramacandra. And that will win him fame 
and honour, not honour from the king, but the honour from the general 
people, young and old, learned and unlearned, till the sun and moon last. He 
then prays to lord Siva. Then enters the king, the queen ( Vasudha) and 
the Army Chief. They are about to enquire from Alaka as to why Kalidasa 
has resigned from the post of the Chief of the nine Jewels also. Alaka 
intercepts them and says that the mortals should cause no obstruction to 
the production of ambrosia on this auspicious moment. Kalidasa is free 
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from all restrictions. He now comes up with the first verse of the Raghu- 
vam$a. Then flow forth other verses. A shower of clouds falls from 
heaven. And then with the Bharatavakya, the play comes to an end. 
CHARACTERIZATION : 

Kālidāsa —As it appears from the very title, the hero of the play is the 
poet Kālidāsa who is well known the world over. The imagination of the 
poet is seen to be at its best in the depiction of the specialities of his chara- 
cter and the events of his life which have been delineated with.a particular 
viewpoint. But this much must be said here that the poet has not allowed 
his imagination to weave the story far removed from the facts of Kalidasa's 
life, as they are known to us. We may, in support of this, reproduce here a 
verse from the prologue to the play: 

PTSATPATAH AAA TAHA PAT ATS eT Fd 
tae Staafaana fafad aaraa | 
eum faa aifaaraated aaa urat 
SIA: FW Tafagat weg faararyz |! 

“To pay my obeisance, I have given here a brief life-sketch of Kalidasa 
based on imagination after I had ruminated over Külidasa as he is represent- 
ed in poems. Srirüma is making this request at the feet of scholars who are 
in a position to recognize merit, that this Kalidasacarita may provide them 
with satisfaction." 

The theme of the play is the imaginary delineation of the character 
of Kalidasa as the playwright could think it to have been, after the study of 
the older works. | D. 

Occasionally, however, the poet avoids the popular legends, as for 
example, the playwright mentions the name of Kalidasa's wife as Alaka 
while in popular legend, her name is found to be Vidyottama. Even the 
origin of the Meghadüta is described differently by our playwright. 

Kalidasa is suffering incarceration at Vidarbha. From there, he sends a 
message to his wife, Alaka, in Ujjayini through a cloud. 

From the study of the play, it appears that the main purpose of the 
poet in writing it was to show that Kālidāsa was as successful an 
ambassador as he was a poet. That is why the story has it that Kalidasa 
was successful in stopping the hostilities between Vidarbha and Kuntala. 
His diplomacy was successful in putting the two countries on the firm foot- 
ing of friendship and cordiality, Queen Vasudha takes him a diplomat only. 
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She cannot persuade herself to believe that Kalidása can ever be gifted with 
poetic qualities. Thats why she asks Panditaraja to remain free from all 
anxiety and worry : 


qgur—qàdussfr(Tengs aaa qxIfsrer WT BATA: p Gp HIST WANT | 
queens mui pH 


“\7asudha—Don't you be afraid. We may put in captivity this Ujjayi- 
ni-born Kalidasa. How can he be a poet working as he does in the Ministry 
of External Affairs ?” 

The rise of Kālidāsa prompts his opponents and even queen Vasudha to 
continue plottings against him from beginning to end. But all their evil 
designs were frustrated and attempts at harming him foiled. The 
lines quoted above suffice to provide the idea of the nature of the plot 
hatched. 

Kalidasa wasa simple and straight-forward person but, at the 
same time, he possessed the rare qualities of adroitness and courage and was 
highly devoted and Joyal to his master. That is why. he says: 

. "Ww alg: gA Pasar nea | 
T PANT odara Tal TW SUHTSRI di? 

“How can a king, a part of Visnu, commit a wrong ? Can the darkness 
of the night envelop (touch) the light of the luminaries in the sky ?” 

Kalidasa is deeply attached to his wife but places his loyalty to the 
country above it. Alakā is eager to. accompany Kalidasa who is bound for 
Vidarbha but Kalidasa refuses to take her along with him. This makes Alaka 
unhappy. Kalidasa notices her sadness and tries to console her in the follow- 
ing words : 


“a weder wafers sitet ganaf | fag Sarna ls Lap CU P 
gfeagat fawagat faafe fererspamar N 


WWUIST ALAA atA AAT 
TATA TAL 4I ATA 
afa aan aafaa + a Aad Fegsrar 1° 


"Don't you think that in your separation I can have an easy life. But 
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1. First act, p 5. yee 
2. First act, p.9 
3. First act, p. 25. 
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one has to sacrifice personal comfort for the cause of the nation. He further 
says : i 


“Dear friend ! our prosperous land is surrounded all over by misfor- 


‘tunes. The time will lead the good sons to the service of the Mother. The 


brave will go to the battlefield cutting through the noose of love. The con- 
queror of the enemies will not tolerate living in the house of his spouse from 
now on." 

In the above words has been described Kalidasa's love for his wife, 
his country and poetry which increases in intensity from one to the other. 
That he loves his wife is beyond question but: when the question of his 
loyalty to the country comes he does not hesitate even for a minute to sacri- 
fice his love for his wife. But above all he loves poetry most. It has become 
such an inalienable part of his life that he can never think of separation 
from it. That is why when he is ordered to compose poems under certain 
restrictions, he cares little for the office he has held. He renounces his titles, 
gives up the office and devotes himself entirely to writing poems. He com- 
poses the Raghuvamáa, the best among his poems, when he is free from all 
restrictions and liabilities. This fact is noted by the playwright at the end of 
the play. 

We come to know of Kalidasa’s political sagacity, his ability in diplomatic 
manoeuvres and his supreme quality of fearlessness when he gives an effective 
reply to king Sukirti, the ruler of Vidarbha, who had threatened him with 
capital punishment on account of his having carried on spying activities in his 
kingdom. Kalidasa’s words uttered at this most fateful moment of his life, 
breathe the spirit of a free citizen and show his indomitable courage. Says 
he: 

qifa: maia aad frag faataa: per oat A wh: STATS at | 
suasque waddradr g Wes AT ga YDIHUSY 
gum a i waste ay waa Weder | 
quitq— 
aaia dfzgsd «UT 

«ret feat iria quit | 

Né were afa wurfeda- 

Sarda: areal MATT: UU 


1. Second act, p 31- 
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"Kalidasa—Whatever orders the ruler of Vidarbha may pass, I am not 
frightened at them. They will not be able to hinder or disrupt my work. By 
that you would only gain the hostility of the Malava country. The kings 
would hate you for murdering an envoy. Now my life is in your hands. Still I 
ask you to do whatever you may desire but think before doing it. It is not good 
that innocent people may have to undergo sufferings due to the indiscriminate 
and thoughtless activities of their ruler." | 

After his return from Kuntala, Kalidasa is honoured by his king. Even 
at that time, we find him steadfast in his loyalty to his country. Says he : 

MAA + faat Aa Ifl 


ami yaffa vam. aay | 
IRE Tat WAT wa XISEST 
sire feriis Gg ag HATTA: di 
“Not out of any desire for (material)gain did I use those words. That 
this is true, the king knows very well. While working for the nation, I did not 
care for anybody. That I am still living is no fault of mine." 

. Kalidasa is eminently successful so far as the question of doing one's 
duties is concerned. But he is fully alive to the tender side of life, too. That 
is why, he could compose the Meghadüta even when he was living in a dark 
cell while his heart was touched and pained due to the separation from his 
beloved. When the poet feels that living far away, as he does, he is not in a 
position to send a word of comfort to-his wife through any other means, 
he sends it through a cloud. The poet, in the playwright, is seen to be 
at his best here. The emotional upsurge in the heart of the incarcerated poet 
is described in words which cannot be improved upon. Thus cries out the 
unhappy poet : 


Um UN Werner fest fagaro X quo sno feng d 
silane 13 anfang, waar fasgaiterat aida Dow ufu gd 
ae gA Wart: Weg | JANTRA q | 

Wra Wed dale qae radente 
Ja get quf fera: erate: | 
ual 3TH aaf STRIS fa d 
gaai fren AeA Spem di 


l Fifth act, p 86 
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wa afa X weal, a Ai fuer a Rafa gd 
aaam erm AR aata Dara 
Tea A ERE E ES ES EAE ES Eso l 
HIRATA ST Fatal WITH Wedl 
arar Aar fagana sifa RUIT N 
Qà am: ) fe ifa | peer wat aafaa? at faa, NT, 
aidea sai fanfa aa A aai Alea, aaa gaa gga 
zdra tifa it 

There is only one cloud which is proceeding towards the West : 

“O ye ! the cloud ! why don't thou move towards the western quarter 
to rescue the Sun which has sunken in the ocean, or O cloud, is it that thou art 
speeding to console the western quarter which is feeling the pangs of thy 
separation. If so, auspicious be thy path. Thou häst everything available to 
thee. 

The breeze is blowing gently, removing the pain of the fatigued. Its 
touch is cool while it is being made fragrant by clusters of flowers growing on 
every tree. O cloud, thou art the only one who are moving like a ship in the 
ocean of the sky. It is the endeavour of the good to remove hardships of 
the afflicted. 

This being so, O cloud ! why don't you pay any attention to me while I am 
in trouble. You are the refuge of those afflicted. You carry the message of a 
man while I have been separated (from my beloved ), on account of the love 
of the king. It is for you to console Alaka, who is miserably tired and restless 
due to separation. The only thought that accompanies her mind is that of his 
‘lord (Kalidasa) : 

(Behind the curtain there is heard the thunder of the cloud). 

Why this thunder ? Do you know ? Is it that you think as to how you 
can do this ? O you, the lord of lightning, you sustain the entire world. Then 
how is it that you do not make the heart of your brother's wife, which is tender 
as the flowers, strong by carrying my message (to her) ?" 

Kalidasa has full faith in the fidelity of his wife. That is why when they 
meet each other, Kalidasa permits himself the following remarks : 

WW faaat ag WIS 


qfafgs SIT. rU RAAT 


]. Second act p. 39 
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«her fg wet aiana (d 
fare qur ferit faepe 
Sader axetacar tt 

“My young wife is, indeed, free from any blot. She is given to the welfare 
of her husband. She is tender-hearted and soft. In happiness, my friend is like 
a pearl necklace, in separation, she is'like a she-lotus, listless due to slackness, 
at the time of union in love, she is like waves.’ 

Finally one of the most brilliant’ facets of Kalidasa’s character is his 
renunciation of all histitles and honours and his giving up of all offices of 
State to devote himself entirely to writing poetry. Kalidasa was destined to be 
a great poet. It was, therefore, an imperative necessity for him to keep away 
from the busy affairs of the State and devote himself entirely to his literary 
pursuits. It was when he could breathe freely that he could create a poem 
like Raghuvam$a which is ranked as one of the very best in the Sanskrit 
literature. Kalidasa was, no doubt, honoured highly by his king but the honour 
that he could receive as a poet proved too great an attraction for him to 
induce him to sever all his connections with the State. We may well reproduce 
an excerpt from one of his statements which suffices adequately to give us án 
insight into the working of his mind : 

oT aT WHTWET gifa DD TS ia a: ariga smTWedsdhfafeu- 
díquafaga PW TdTWgd: Beat TW: TT: TOW aaaf feat | arsi- 
qena Ud feat St aasa qua 3 weartguanfaed fada d 

"What can be said about the honour by the king? That is the real 
honour which the people, young and old. learned and unlearned, do by going 
through a poem over and overagain while they are wonder-struck at the 
realization of words and meanings." | 
Alak@—Alaka is the heroine of the play not because she has any special role 
to play but because she is the devoted wife of the hero, Kalidasa.In the 
present work, her role is not very conspicuous indeed. She is a faithful, loving 
and devoted wife. She also keenly looks after her husband. She would very 
much like to accompany him while he (Kalidasa) is preparing to leave for a 
distant place. She, however, suppresses this natural desire of hers and agrees 
to stay on when her husband, Kalidasa, tells her that at the moment, he must 
M ES l. Third act, p 64. 

CL 2. Fifthact,p 98. 
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give top priority to the welfare of his country and must regard every other 
consideration secondary. She spends the days of separation in deep agony and 
anguish. Her mind is always occupied with the thoughts of her husband ME 
is far away. Her devotion to him is seen at its best when she, unlike ot z 
ordinary women, does not feel the pinch when he (Kalidasa) renounces a 
his titles and honour. She shows her wide understanding and sensitive appre- 
ciation of the feelings of her husband who, she knows, is destined to e e 
poetry of lasting value and abiding interest. She is so much charmed wit t e 
noble thoughts of her husband that she herself takes the lead in ree 
king and the queen etc., not to force Kalidasa to change his demie 7 en 
just guess the purpose which has brought the dignitaries to her ; m i pae 
before they say anything, she announces Kalidasa's decision like ees 
sahadharmini. She feels very happy that her husband would Ses M 
poetry . Her words to Sarasvati breathe the spirit of intense us / 
deep spiritual satisfaction at the thought of her husband's grea E : 

3d azeafa | qq saat VITSE: | WeqTHRTHT mu GUT aaaf, 


qoia afar: ay aa ger wi a we fmanan TAT 


Fafa eflfe Td a annia | qa a ug WEUSHE: agaa amistat F 
“O Sarasvati | This is not like this. To spread with the wind is oe 
very nature of fire. Who can prevent it from doing so O ie t ere 
comes a moment in the life of a man when he, having been burnt pa 7 ri 
above his nature and creating the brilliant glory, fulfils the mission o is ife. 
I feel the same auspicious moment has come in the life of my husband. 
CRITICAL APPRECIATION 
The playwright has employed all the popular metres, the more ues 
among them being Indravajra, Upendravajra, Upajati, Drutavilambita, Prthvi, 
Bhujangaprayata, Mandakranta, Malini, Rathoddhata, Vaitalya, Vasanta- 
tilaka, VamSastha, Salini, Sardulavikridita, Sikharini,  Svagati. Harini and so 
on. Some of the rather unfamiliar metres like Vidhyangamala have also ree 
used. Apart from this, the Prakrit metres like Dindi and Saki, too have een 
used. The style in which the songs are sung, is traditional except in T 
cases where the author experiments with new styles of singing and marking 
ict The drama, as has been said above, is divided into five acts which are 
each sub-divided into three scenes. It is onlyin the fifth act that we meet 


1. Fifth act, p 96. 
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with the pravesaka in addition to the three scenes. The contemporary political 
activities have been conjecturally described in the play. How the kings could 
find out each other's secret and went to wars; their diplomatic manoeuvres 
and attempts at subversion have all been dealt with in the present play. 
True to the age-old rules of dramaturgy, the author has not depicted any 
scene of actual warfare or bloody conflict on the stage. 

The present work is the author's second, the first one being the Sangita- 
saubhadram, a Sanskrit rendering of a Marathi play ofthe same name. 
The peculiatity of both of these plays lies in the absence of Prakrits and 
an English introduction. The author justifies the departures from the 
established practice on the ground that these would introduce an 
element of novelty into the works which would make them more interesting 
and useful for the present-day audiences and readers. The modern plays 
should not, says he, be the copies of their old counterparts in style and tech- 
nique. The English introduction, too, is justified or the same ground, the 
intelligentsia being more familier with English would find it easy to know the 

theme and to appreciate the other important featuresof the drama. 
| Because the play has Kalidasa as the hero, so it was natural for the 
poet to adopt verbatim some of the verses or parts thereof from the works 
of the great poet as may be seen from the following examples : 
(s) wefztwsfegfeamaragenr WRIST ATAJE: || 
Safa sre eee arerfqenerftrs: alear: il 
(@) aiaa afrai aria TARATAR | 
WAN gga ear stars quer 112 
(T) aa Hed agr qaa: aade: 13 
(3) aaa cafe aa aerate farar: | 
Was A gu maaga faae | 
aRar SIT galara ataa qet 
aa eat agfa stadin 1/4 
(s) mi 48 yaatafee gercadarat 
state cat ISIJE arred wala: | 


First act, verse 6 p. 4 (Rtusamhira, 6. 17 ) 
First act, verse 7, p. 4 (Rtusamhara, 6 .3) 
Second act, verse 15, p. 39 (Meghaduta, 1. 10) 
4. Second verse 16, p. 39 (Meghaduta, 1. 7) 


Oto 








-a em, ò 
Senani anaa M ume, S rus. ia 


os sete 
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cata caf fafaa gagi 
aat AAT ATALATA Aaa naat it 
(4) qar eq wart froafaarsecafaaan: | 
fafaqraartagel WAIT: sagt wafa 12 
(a) anatia dget anisa | 
wad: fad a midana S 


The style of the playwright is easy, fluent and idiomatic. At some places, 
the idioms and proverbs have an old ring about them while at other places, 
they look strikingly modern in thought and content. A few examples of each 


" s. SEARS ee I S M LU I Le e sa 


=e Grates. 


ee ay 


one of these two varieties would bear us out : 
1. Gal fe reper: | E g at ara atafacafa t 
XR. a fe agaaa iait Faye eun 15 
S. -ReHIEGAAT aiaga 1 
Y. Wd Wu MERANA d 
4. walt anafateat ag arsa aar 1È 
&. ST HATA Wed aai i? | 
9. Tea Asara | tet gp regia ated [wx faofa 120 
z. Rad War arà ag ven a afore i 
&. rx fafafa fait P 
o. aha: TARA: | aama g Pun 0 


Occasionally, we meet with,in the play, some subhasitas, too, which 
contain happy ideas couched in an equally happy style. Asan example we 


quote the verse below: 


SP com esu to no 


P 3. 
p. 3 
p. 9. 
p 14. 
p. 16 


p. 66. 
p. 75. 
p 79. 
p. 88. 


p: 16. 


Second act, verse 17 , p. 39 Meghadtta, 1. 6) 
Fourth act, verse 11, p. 72 (Vikramorvasiya, 3 8. ) 
Fifth act verse 35, p 99 (Raghuvamsa, 11) 
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E wat: fe aerated: ae fud X l 
p aaf quier XT rf THT TATE S DHT 117 


de | The play has a good sprinkling of comic element, too. When Kalidasa 
2 : | gets fame and Gopala gets wite, Govinda says, "What have I got?" Then 
E there begins a very pleasant conversation between Govinda and Gopila? : 


dm Afaa aloe | aifearaa seat alfa:, waar aiar ST: STEHT FT aT 
i | Govinda—'O Gopala ! Kalidasa has won fame and you have got love 
eae but what have I got ?” 

a maa: — ate: | 

eee Gopala—‘‘Salvation.” 

RES faa: Saat A fen: ? 


d 8 Govinda— How salvation for me when I am still alive ?" 
xl WaTt:—aa War Weil Ux UA | 
oe Gopala—"It is we who have been bound. You are indeed free." 


ad Nfa: c ag: ? 
ES a “ Govida— With what are you bound ?” 
v STIHTST:— STRE: | 


ERE Sep "With the nooses of the world.” 
= CERA Govinda —" By whom ?” ` 

ME ate: — Aa ATAT | 

ue ias ' Gopala— By Madanika.” 

s Thara—ate aem uq 3 fra: 

iuc Govinda— "Then I like this bondage.” 












E TIT: —Aay | frauen qti JAK eae | ifr qas Tet ed 
E "Sd TAA: | ATS Euri AAT | AT HINT Wu Y: | 
E : : Gopala—No, dear friend ! I have realized, I am awakened, I have clearly 


E ae perceived. But this awakening of mine is like the building of 2 
E bridge while the water has run out. Don't stumble. Don t be 
EU c bound with the noose of a woman." 


Wart —eaa Aga m at iafe ? 


ODORE l. Fifth act, p. 96. 
id e. GPS Fifth act, pp. 89-90, 
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Govinda—" Why is it that having first enjoyed the feminine pleasure, 
you do not let myself have it ?” 
Ama: fe Tange | eet ous Wn far | ae: Tq cagedaie Atg- 
Want Seq, q Haat seal: TWeareafes | 
Gopala—“No, O fool; A woman appears charming from a distance only. 
With the holding of her hand one's own hands are tied in tight 
chains; not only hands but feet, too.” 
wtfara:—a sit fa aafaa ? faa afg | 
Govinda—“I cannot make out what you say. Be clear." 
TATA —IVT ATA | BAT He maafa ? 
Gopala—“Look at me. Do you find any difference ?" 
Tarq:—gfradagqaiaista | 
Govinda—" Yes. You have become pot-bellied.” 
TATA: —AY FIAT Tia: ? anA ? Wl: Pagan sat W farfaren: 1 
Gopala— How have I become so ? Do you have any idea ? The stones 
of the worldly unhappiness have entered into my belly." 
Tiaee:—Aaecaaad | at fafserfauta sa qum | 
Govinda— This is not true. No unhappiness would enter into your belly. 
TTA —AL TT Nana | ATS TYTAA AA | aANT | 
Gopala—“You'see my food. I do not take much food. You know it 
already.” | 
Nfa: haa An RRRA | Tat 7 usen TERR AAT | 
Govinda—" You take food which is sufficient for one he-buffalo. Indeed, 
you don’t take more than that.” 
TaTat:—agat ard arfu, ‘nafakat A ata aa aa A ‘ay ag 
maafa, aiaa wat, wath à aafaa, gagaan greta 
maafa tavof 1 
Gopâla—“Each time I say to Madanikā, this much food would suffice 
for me,’ she would insist with the words, 'O lord; Modakas are 
delicious. Have them more. I know you like (rich) meals’ and 
saying this, would give me more." 
Similarly at other places, too, we meet with comic scenes which excite 


good laughter and provide a good relief against the intense political and 


^ 
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diplomatic activities described in the play. 7 | UE 
The author's language is characterized by a fair degree of alliteration. 


Apart from the songs where it is a must with the author it is found elsewhere | 


too, e.g. 

(m) seemer eqni nefnt aane! 

(a) sr serfererer ferret rtf ret yar Pani 
(s) werfen smear fafaa amet? 


There is however one verse where it is employed with the happiest of 
effects. The sequence in which the similar sound recurs has imparted to it a 
charm which is all its own. For proper appreciation we reproduce it below: 

Teale: sigast naaa afa- 
fanani aragia: | 
ACEEA UEA SEELE GILEA IS 
aaay, aaa faf, raian: 114 

The language is generally free from any serious irregularity. Words like 
hrntana* etc., however, do jar on the ears. 


The author shows his knowledge of the fundamental principles of the | 
different Sastras i in his work. Of Vedanta in : 


(=) t rr wr ares TATA | 


VISITEZ WW Tale at qr qafaq u6 ` 
Of Nyaya in: 


(w) war eee: serai eara afetar fai: | 


STR Waal garana 117 
Of Vyakarana in : 


(3) wait aad feat SH | 
Prats Tal aad B ed WD aia 118 


1 Fifth act, p. 82. 
2. Second act, p. 40. 
3. Second act, p. 42, 
4. Fifth act, p. 85. 
9. Fourth act, p. 75. 
6. Fourth act, p. 74. 
7. Fourth act, p. 74. 
$. Fourth act, p. 75. 
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The scene of the competition between the Panditaraja and Kalidasa is 
very well laid out in the play. Poetic bouts like the one described here were 
very common in ancient India and are still very popular. Besides catching the 
spirit of the scene and presenting it to us faithfully it helps to bring out the 
poet in the writer from whom we have some of his finest verses here. It is 
indeed gratifying to read in his work verses like, 

egferferiftferaererartfear 

a fafed Tam TF | 

Wuf& qencamrqdssqaT 
patent afaa faerit 1.1 

"A woman with her eyes closed while thinking of her loved one does 
not know his coming but just finds herself in his arms which cover her up. 
The waterlily was made to close by the moon itself.” 

Or 

sateett ur nag: afa agfa ataa qued 
iei at faraafa qur ARAT WWW | 
qà fares Tt sre RIGHT RUNI aT 
qasi maaa aat Aaa M ETA: UU 


“Fortunate is this Kālidāsa, the slave of Kāla (Mahakala) who bows to 
this goddess who has caused confusion in time in so far as she by her smiles has 
shown the moonlight in spring though it is natural only in the ‘autumn. She 
causes the shining blue lotus of her beauty bloom all the time. She gives the 
appearance of a streak of lightning even in this free-from-cloud season." 

Before concluding the discussion it is pertinent to say a few words 
about the songs which abound in the play and lend a peculiar charm to it. 
They are found in the author's other work the Sangitasaubhadram too and a 
detailed notice has been taken of them in the appreciation of that play. But 
then there is a difference between the songs of that play and this. There they 
are the reproductions from the Marathi original. Anna Saheb Kirloskar 
had already given them in his play with all the indications of the r@gas and 
the talas in which they are to be sung in his original Marathi version and 
the translator merely gave them the Sanskrit garb but in the present play 
(which is the original production of Velankar) they are the authors own 


J]. First act, p. 12. 
9. First act, p. 13. 
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creation. They show the author's deep knowledge of the science of music as 
also his fascination for them.- It is this fascination which is responsible for 
giving us the present musical comedy. Just as in the Sangitasaubhadram 
here too songs are prefaced with the names of the r@gas in which they are 
to be sung. The indication of the tala too precedes the songs the number of 
which is pretty large in the play. There are atleast 32 songs some of which 
are to be sung in as difficult ragas as kedara, Sankara, rageSri, bageSri, dindi, 
khamaja, jogi, arabi, pahadi, karnataki, yamana, kdafi, . jayajayavanti, 
bhiipa, garudadhvani, de$a, bhdiravi, bihara, sohani, tilakakamoda, 
manda and in such difficult tālas as dhumali, dadara, jhapatala, ekka, kerava, 
dipacandi, apart from the usual tritala. These songs have raciness all their 
own. Even the ears far less sensitive than that of the Indians can appreciate 
their beauty. For obvious limitations we cannot reproduce any sizable 
number of them here, however we may be tempted to do so. We will content 
ourselves with the reproduction here of only one or two which can serve 
Just as samples : 


(marst, —garetr) 
A TT wur | fafawet yar 1 


spere caa fafaa] | ferfaar Beas ATT It 
TAY Bact Mit A war | TAIT ATs Arar I 


acorn wate faerat (0 fA AAT ud 
(*is:, — frame) 
Sif a a atar p adia | Acar cd fast STAT |i 


qat Tel qp AAA AAS ATTA: HSATAT: di 
aed «Rr care glen d eme sferara: d 


l. First act, p. 24. 
2 Fifth act, p 95. 
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Vangiyapratapam 


INTRODUCTORY 
The play ‘Vangiyapratapam’ is written by Haridasa. Siddhantavagisa. 
It has eight acts and 154 pages. It is published from Calcutta in 1352 Bengal 
era. The author aims at exploding the myth that the Bengalis are not the 
martial race. He is also imbued with the zeal of the glorification of Hinduism 
and presents it in the most favourable light in his play. 
PLOT l xi 
First act—After the Nandi the stage. manager informs that one Shankar 
Chakravarti, a Bengali youth, who deeply loves his country has left for the 
forests. He is fed up with the tyranny of the Nawab of Bengal. While roaming 
about there he comes face to face with alion. He prefers it to the Mosghuls 
because it neither molests woman nor destroys temples. When the lion comes 
nearer, Shankar kills it with his revolver. Meanwhile a soldier accompanying 
Pratapaditya comes to him and asks him as to why he has killed the prey of 
Pratapaditya. He then takes him to Pratapaditya. Both develop a liking for 
each other and become friends. Pratapaditya is the son of Vikramaditya, the 
king of Jessore. Shankar informs Pratapaditya of the miserable condition of 
Bengal. Both pledge to free Bengal from the tyranny of the Nawab. 
Shankar is happy to find a companion who too is eager like him to free 
his country from the clutches of the Mohammedans. 
Second act—Vikramaditya spends his time mostly in the devotion of the Lord. 
He is fed up with the bad habits of his cousin. brother Vasantarai who wants to 
deprive his son Pratapaditya of the right to inherit the throne. Govinddas and 
Srinivas, the two Vaisnava sadhus, sing a devotional song. This pleases 
Vikramaditya like anything. Just at that moment a bird pierced by an arrow 
and dripping blood falls before him. After an enquiry Vikramaditya comes to. 
know that it is Vasantarai who has killed the bird. This hurts him. He is further 
pained when he is informed that the horoscope of Pratapaditya shows that 
he would one day rebel against his father. Bhavananda, the companion of 
Vasantarai (afterwards he becomes his minister), tells Vikramaditya that left 
to himself Pratapaditya is a good man but on account of keeping company 
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with such bad persons as Shankar Chakravarti he has taken to bad ways. At 
the first instance Vikramaditya resolves to leave Bengal and go to Banaras to 
devote himself entirely to the worship of the Lord. But after second thoughts 
he decides to send Pratapaditya to Delhito gain wider experience of life. 
Bhavananda accompanies him there to keep a close watch on his move- 
ments. 

Third act—Nilamadhava, a neighbour of Shankar Chakravarti, calls the fisher- 
men who are singing a song and leisurely doing their work. He asks them that 
they should reach Prasadpur because the state officers there are tormenting 
the common people. He further says that Shankar Chakravarti also wants to 
send his wife Kalyani from Prasadpur to Yashor (Jassore). Nilamadhava tells 
Dhirendra Datta, another neighbour of Shankar Chakravarti, that Shankar is 
going to be appointed as the minister of Pratapaditya. Meanwhile Surendra 
Nath Ghoshal, the chief of the Nawab’s army, appears with some Moghul 
soldiers and is shown making efforts to capture Kalyani, and offering her to 
the Nawab as a gift. Suryakanta Guha, the army chief of Pratapaditya, is 
also present there. He is worried about the safety of Kalyani. When Kalyani 
goes out to worship Siva on the eve of the Chaturdaigi, Suryakanta requests 
the army chief of the Nawab to go back to his place and not to indulge in 
such a ghastly act as kidnapping Kalyani but Surendra is adamant. He orders 
his soldiers to shoot Suryakanta and proceed on with their work. But at the 
tight moment Mukunda ‘Ghosh, a companion of Shankar and Dhirendra 
Datta, comes and saves Suryakanta. Surendra is beside himself with rage at 
this. In the fight that ensues Mukunda Ghosh is arrested and Dhirendra 
Datta faints. When Kalyani returns after worshipping Siva the Moghul 
soldiers surround her. She faints when she sees them. Surendra is carried 
away by her beauty and starts talking loosely. But as soon as he wants to 
catch her by the hand Shankar and Pratapaditya reach the place and kill 
Surendra and save Kalyani. 

Fourth act—On the other hand Akbar is shown discussing Bengal affairs in his 
court. He has come to know that Pratapaditya has reached Delhi. He also 
remembers at this moment the differences that have erupted between Maharana 
Pratap and Mansingh. In the meantime a gatekeeper comes with a letter from 
Mansingh which gives a detailed description of the insult meted out to him by 
Rana Pratap and his solemn pledge that he would not come back to Amer 
without defeating him (Pratap) and in the event of his not being able to do 
so ending his life. At that very time Todermall while describing the condi- 
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tion of Bengal informs the Emperor that king Vikramaditya has taken to 
Sannyüsa andthat complete anarchy prevails inthe kingdom of Jessore. 
Moreover Bengal has not paid the tribute for the last three years and no 
explanation from the ruler there for this defaulthas been received. Akbar 
orders proper enquiry into this. He thinks that the Nawab of Bengal keeps 
to himself all the tribute that accrues to him from his territory. Immediately 
Shankar and Pratapaditya are called for. They readily appear before the 
king in the court. Todarmall then asks him as to why he has taken to poetry 
and has left administration of his country to others. Shankar at this enquires 
as to what has led Todarmall to imagine that Pratapaditya is not interested in 
administration. Todarmall sarcastically remarks that how is it that no tribute 
was received from Bengal for the last three years. He also enquires from 
Shankar as to who he is. Shankar tells him that he isa Brahman, the minister 
of Pratapaditya. He also informs him that Vasantarai has laid a plot to keep 
Pratapaditya away from the throne of Jessore and therefore has sent him 
to Delhi under the pretext of acquiring higher education. Akbar is impressed 
by the personality of Pratapaditya and says that in case he (Pratapaditya) 
is ready to deposit the tribute in the royal treasury he would be announced 
the king of Jessore. Pratapaditya has enough pocket money. He readily 
deposits the money. Pratapaditya is announced the king. Even the Nawab 
has to obey what he says. 

Fifth act—Nawab of Bengal brings his army to invade Jessore. Madanmall, a 
spy of Pratapaditya, enters Nawab’s army. He sends reports about each and 
. every movement of the enemy to Pratapaditya and Shankar. The army 
chief of Nawab asks Madanmall as to the side trom which they should launch 
an attack. Madanmall indicates the wrong side. At his instance the Nawab 
orders his army to encamp at a particular place. The Nawab is aristocratic 
by nature. He is shown a beautiful photograph of Kalyani. Another man 
brings some dancing girls for his enjoyment. In the meantime Shankar attacks 
his army and the Nawab has to yield before him. Shankar would have killed 
the Nawab but for the intervention of Pratapaditya. He (the Nawab) however 
is put under arrest there and then. 

Sixth act—Though Pratapaditya has been announced the king he does not 
allow himself to be puffed up. He respectfully bows before Vasantarai. Vikra- 
maditya divides his kingdom into two parts giving one to Pratapaditya 
and the other to Vasantarai. He also orders for the construction of 


a new fort in Dhumaghat for Pratapaditya. Vikramaditya further orders for . 
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the release of the Nawab and his order is immediately ‘carried out. The 


whole city of Dhumaghat is decorated in order to celebrate the coronation 


ceremony of Pratapaditya. All the Brahmanas are invited and are lavishly 
feasted. 
Seventh act—Out of jealousy Virendra Varma, the teacher of Pratapaditya, 
spreads the rumour that Mansingh is coming to kill the king of Jessore. 
Pratapaditya invades the kingdom -of Orissa. Akbar Lecomes suspicious of 
the popularity of Pratapaditya. After some time Pratapaditya kills Vasantaral. 
The widow of Vasantarai goes to her parents. In Delhi after the death of 
Akbar, Salim comes to occupy the Moghul throne. Durjansingh, the son of 
Mansingh, attacks Jessore. Udayaditya (the son of Pratapaditya) and Durjan- 
Singh have a good fight. Udayaditya kills Durjan Singh. 
Eighth act—Mansingh is very sad at the death of his son. He is also worried 
because he finds that Bangal now has no fear from Delhi. Raghava, the son 
of Vasantarai joins Mansingh and supplies him with every kind of information. 
While Mansingh is discussing with Raghava the right moment for launching 
an attack on Pratapaditya, Pratapaditya swoops upon him and Mansingh 
has to yield before him. He wants to make peace with Pratapaditya to 
which he agrees. Pratapaditya, however, does not regard the treaty binding 
and orders his army to attack. Mansingh condemns Pratapaditya for dis- 
loyalty to the Emperor but Pratapaditya laughs this charge away by saying 
that patriotism is certainly better than disloyalty. Pratapaditya with his 
bravery and courage wins the battle. With this the play comes to an end. 
CHARACTERIZATION 

Vikramaditya, Pratapaditya, Sankar Chakravarti, Vesantarai and the 
Nawab of Bengal are the main male characters in the play. Kalyani is the 
main female character. | 

Vikramaditya—He i is the King of Jessore and father of Pratapaditya. 
He is a god-fearing man. Left to himself he is an unassuming simple-hearted 
man, but to his misfortune he is surrounded by bad persons. Vasantarai, his 
cousin brother,wants to inherit the throne. Thatis why he always poisons 
his mind about Pratapaditya which disturbs him all the more because he is 
already weighed down with the cares and the worries of the state and yearns 
for the peace of the mind. He wants to go to Banaras and leave everything to 
his son and cousin brother Vasantarai. He gives expression to these thoughts 
of his in tke following words : 


famar—(afraea) aa at: | reteset ag arf: dem 1a fg MEIST E: 


M 
CUL. EEN aY 
d-1: XM 
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SERE EIEUEGISE SEU) aafe aA, AET: 
SAAT TAA qur aaa TATA ATT, TAT: saris. faari- 
MARY: Hg: dar, mtae, Tals Ferrata eTa 
faacrataararart i+ 


"Vikrama—(In asad mood) Oh, pezce is highly difficult to obtain in | 


the world. Ihave passed a life of intense activity; obtained this vast. 
kingdom of Jessore and placed its entire burden into the hands of highly 
clever Vasanta. My son Pratapa too is highly extraordinary and expert in 
his work. I too have become worn with old age. Even then my heart 
throbs day and night for obtaining still more wealth.” 

Pratapaditya—He is the son of king . Vikramaditya. He is a fearless 
young man whose only ambition is to free Bengal from the. clutches of the 
Mohammedans. Fortunately he is assisted by Shankar, a youngman, 
who like him is'eager to free his motherland from the yoke of the 
foreigners. When Shankar asks the attendant as to by whose ordet he is 
not allowing him to do hunting in the forest he (the attendant) praises his 
prince (Pratapaditya) in the words which bring out forcefully the qualities 
of head and heart of the young hero: . | 

qarag: ua fg aaa anfang RCTCTRH: STSTRSITHT 
Tarafaea: | MAR 
agga fer adsa 
aa anit argit XuTeWue | 
ga sarea TANT THEA «x 
get gesaai fre aT he . 

“The attendant : He is Pratapaditya, the son of Vikramaditya, the ruler 
of Jessore, who has justified his name.  - 

He even in his childhood staged a mockfight with his companions which 
gave a foretaste of his patriotism. He makes no distinction between his son 
and his subjects in matters of punishment and reward." 

Pratapaditya is a fearless warrior. He is not afraid of even the most 
powerful enemy. It is he who clearly and openly condemns the Nawab for 
his misdeeds and maltreatment of women : 


an: aana | qme | fana ? 


1. Second act, p. 18. ‘ 
2. First act, p. 10. 
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faa geas carats AT 

Sula Waar Sareea | 

rahe WU Mey ufum ! 

ef a dta: fpraedifer fafaa 12 
" Pratapa—O Nawab, the lord of Bengal, what is it ? tts 
You award heavy punishment on a miserable one even- though his 


fault be small; under the pretext of punishment you kidnap others wives.. 
You always think of yourself as the lord of Bengal and do not remember 


that there is someone else too who is the lord of the universe." 


Pratapaditya combines in himself the three qualities of an obedient son, 


a fearless warrior and a powerful administrator. : : 

Shankar Chakravarti—A patriot by nature, a good administrator by 
experience and a faithful friend by instinct, Shankar is virtue personified. 
Pratapaditya is carried away by his impressive personality. Says he: 

SIT: (aera | —aeat ! m uq gar fian fadi Jaag, 
agr s reu NASA ZIA po WT wear Wf aarafe 
fiada ata | aa 3 

Teas gura wr: 

tagma WIAA TAT | : 
avere mima: 

Wer fex ug eq 12 

" Pratapa—(with surprise, to himself). 

Who is this fearless youngman who shows his brilliance and by his 
action exhibits the prowess of his arms possessed of boldness ? Even though 
he knows that I am a king he does not behave politely towards.me. Or a 
meritorious person, though without any companion, does not bow even 
before a king. The rod supported by a rope tying a boat is seen standing 
still even though there be a strong current." 

Shankar sacrifices everything to obtain freedom. His wife is surround- 
ed by enemies who want to kidnap her. Fortunately Shankar has some 
faithful friends like Suryakanta and Dhirendra whose help saves her life 
as well as her honour. 

Vasantarai—He is a villain who tries to lay his hands on everything and 
does not want to leave anything for Pratapaditya, the rightful heir to the 


l. Fifth act, p.91. 
2. First act, p. 9. 
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throne. But Destiny favours Pratapa and he gets his due. 

Nawab of Bengal —He is a typical Mohammedan character. Though 
holding a responsible post he does not do his duty. He comes to chastise 
Pratapaditya and attacks his kingdom. But even when launching an attack 
he indulges in dancing and drinking. This leads to his defeat and ultimately 
to the loss of his position. He also loses favour with the emperor. 

Kal yani—She is the wife of patriot Shankar. She knows that her 
husband is out on a big mission. She spends her days in loneliness, still she 
does not lose courage. She is a great devotee of Lord Siva. She is quite a 
talented lady : tc 

SAT — (HASTEN AKT) ud: wad xf WaT, Gl 
ara aft Aaaa, sat feat sft gaararamara:, d 
aafaa faerat aea: te. egfufefr areTeaTWSÍ TS: | 

"Kalyani—(Somehow feeling consoled and getting up with some idea) 
Dharma or Adharma is something which belongs to society; god or 
demon is the division of human nature; God is the consolation for the 
weak ; Fate is.an effort to give peace to those who are in trouble: Veda and 
Smrti are the useless babble of the foolish.” | 

She is a devoted wife. When Surendra asks her to accompany him to. 
the palace of the Nawab she reproaches him and tells him that come what 
may, a virtuous woman would never follow a wrong path : 

"  cRenpr— zr: wr | gang 1o guía peana afa ? sete 
array ? afar 
- RA AH THE, qag yaa Sud 
faat Gog regc. farg Aegarer TA: | 
Weed aat safant eme: 
farag AFA YAT: ANTA di 

“Kalyani—O you wicked wretch, you live on still even while desecrat- 
ing a place of worship and go on speaking ceaselessly. So let the universe 
right now witness the power of a noble chaste woman. Let the head of 
Vasuki bend, let the earth tremble and fall, let the sun roll on the earth, let 
the sky scatter the moon and the stars, let the conflagration bringing des- 
truction envelop the universe and burn everything.” 


l. Third act, p. 46. 
29. Third act, p. 48. 
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M varapratapam 


INTRODUCTORY | 
The play Mivarapratapam is written by Haridasa Siddhantavagisa. 


The writer says that he was encouraged to write it from the good reception 
that his previous play Vangiyapratapam received from the public. The play 
has six acts and 111 pages. It was staged in Calcutta under the auspices of 
the Pracyavani Institute. | 
PLOT | 
First act—Maharana Pratap Singh is informed that Man Singh, the Moghul 
general, has come to see him. When they meet, Man Singh tells Pratap that 
they should take their meals together. Pratap Singh considers it an insult to 
do so and retires saying that he has. developed headache and is therefore 
unable to join him in meals. Man Singh is very quick and does not take long to 
‘understand that Pratap does not want to take meals in his company and just 
wants to excuse himself away. Both exchange hot words. Pratap then realizes 
that it would not be possible to avoid a conflict now. When Man Singh leaves 
in a huff all assembled there take pledge that they will take simple food, sleep 
on beds of straws end would not even touch luxuries till their goal of driving 
away the Mohammedans is reached. 3 
Second act—This act gives us a glimpse of the condition of women at that 
time. Prthviraj, the court poet of Akbar, has a beautiful wife Kamala. She is 
very unhappy thinking that Rajputs have forgotten all about their glory and 
have now become slaves of the Moshuls. In her heart of hearts she has immense 
‘regard for Pratap Singh because it is in him that she has found the only man 
who has not yielded to the Moghul empire. She prays to Almighty to endow 
him with endless power. The fame of Kamala’s beduty reaches the emperor. 
He asks Prthviraj to bring her to the ladies’ festival and assures him that she 
is sure to win the first prize. Kamala sees through the evil designs of the 
Moghul, but still comes to attend the festival. There she is carried away by 
the beauty of the garden. She happens to come toa secluded place where a 
woman garden-keeper looking at her beauty, first engages her in talk and 
Jater tries to catch hold of her in the hope of getting a good reward from the 
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Emperor, but Kamala whips up her knife. At this the garden-keeper tries to 
call out for help from her other companions. But Kamala proves to be too 
clever for her. She slips out of the gate and goes out of the garden ina 
palanquin. 

Third act—This introduces us to "Akbar in a worried mood. He thinks that it 
is very difficult to rule over a country like India. If he tries to please one he 
would displease the other automatically. If one thing pleases the Hindus, the 
same thing displeases the Muslims. As he is assailed by these thoughts Man- 
Singh comes and describes in detail the insult and humiliation meted out to 
him by Pratap Singh. The Emperor is happy to see the two Rajputs at logger 
heads. He wants to send an army under Man Singh's command. But Man 
Singh prefers to fight under Salim's command. This pleases Akbar all the more. 
Fourth act—The playwright introduces this act with a humorous interlude 
which makes the play quite enjoyable. The’scene begins with the entry of 
the three Brahmanas whom the Upadhyaya invites to pray for the victory of 
Rana Pratap. Butall of them turn out to be blockheads who would not 
understand anything. They have no knowledge of Sanskrit. Next a terri- 
ble battle is shown to be in progress in the battlefield of Haldi Ghati. 
Shakti Sinsh who was angry with Pratap and had earlier left him is filled 
with love and affection for him (Pratap) after he has realized the meanness 
of Man Singh. Pratap Singh is entrapped among the enemies. Jhala Singh, 
in a bid to save his life puts on his (Pratap's) turban on his head. The 
enemies take him to be Pratap and kill him. Pratap Singh has to flee. the . 
battlefield. His horse Chetak takes him out of the enemy-ring but two 
soldiers of the Moghul army still chase him. Shakti Singh engages them in 
fight and kills them. He approaches Pratap and asks for forgiveness. Both 
the brothers meet each other affectionately. Pratap Singh's horse Chetak is 
injured and falls dead on the way. ShaktiSingh offers him his own horse 
and sends him to a safe place. For himself he mounts a horse belonging to 
one of the enemies and comes back to his place. 

Fifth act—Pratap Singh has to suffer many hardships. His resources are 
severely strained; he is living in hills; his wife grows very weak, her power of 
resistence almost broken; his son Amar Singh is fed up with the life in exile 
and wants to return to the fort of Kamalamir. But inspite of all this Pratap 
is unbending and unyielding. But then there occurs a fateful incident in his 


. life which shakes him to his very roots. Once Pratap's wife makes a bread 


out of wild grass and givesit to her daughter. A wild cat appears and 
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snatches it away from her. The poor girl starts crying; she is mortally tor- 
mented by hunger. Her mother also weeps bitterly because she cannot see 
her daughter in that state. Pratap Singh at this loses heart and immediately 
drafts a letter of treaty and sends it to Akbar. Therein he expresses his 
willingness to accept the emperor's sovereignty. 

Sixth act—Akbar is mighty happy to receive Pratap's letter. He sends its 
answer in Sanskrit Slokas written by Prithviraj (the court poet) who happens 


to be a friend of Pratap. Though he is serving the Moghuls he is proud of 


his friendship with Pratap who is leading a free life and has guts to face the 
the might of the Moghul empire. When he comes to know that even his 
self-respecting friend has sued for a peace treaty, his blood boils. He writes 


'Slokas capable of double meaning. On the face of it they set forth what 


Akbar wants to convey but inwardly they have a deeper meaning which just 
contradicts the apparent meaning. Thesecond meaning conveys to Pratap 
that by writing that letter to the king he has committed a big blunder. Prithvi- 
raj suggests Pratap that he should fight to the finish and remain free, never 
for a moment giving himself to the thought of becoming subservient to 
Akbar. When this letter reaches Pratap he feels immensely encouraged and 
with the help of his other friends wins many forts. He celebrates his victo- 
ries by holding à big ceremony. His teacher Suprabhadeva comes there and 
blesses him saying that he would be victorious ever.’ With happiness ali 
round the play comes to an end. 


‘CHARACTERIZATION | ; 
Pratap Singh — One of the greatest heroes of medieval Indian history 


Pratap Singh has inspired many a writer over the centuriés to base their 
themes on him. Scores of poems, plays and biographical sketches have been 
written on him and many more are still being written. One of these is 
the present play. It adequately fulfils the author's desire to remind the 
present generation of the greatness of the past by recreating the life-history 
of the old heroes. | ; 

There is much that can be written about Pratap. He had multifacer 
personality, He was a courageous man, a brave warrior, an uncompromis- 
ingfreedom fighter. He was very firm in his resolve. In this he had before 
him the ideal of his ancestors. He reminds his subjects of this : 


FAT — emp aed: e T qure wfrsrez ua Pracraeat xtsrea- 
Fanaa fagana e sama usa 
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aiaga Asrga nafga; urs: ags 4 
qaaa Aaaa Wd aaan faga 0 du T 
quuf ada SsrATEDUT: d* 

"Pratap—Now you should remember that ParaSurama, though a sage, 
set a record of cruelty by killing the Ksatriyas twenty one times simply for 
honouring his word. Similarly, Bhisma too forsook the throne in obedience 
to his vow and was able to carry out the resolve of lifelong continence. 
Arjuna, the son of Prthà, also, by virtue of his promise, was able to kill 
Jayadratha before the setting of the sun. Therefore we too are firm on our 
resolve." 

Pratap and Shakta were step brothers. They had differences among 
them. But when Shakta rises to the occasion and forgetting his differences 
saves his (Pratap's) life he finds Pratap equally responsive. The words that 
he utters after this lay before us the warmth of his heart and his love for 
his brother : 

(amaaan) arem ! sanare: ! 
a Raraga hagn 
FRAT UN aaaea DC 
awaya Aaaf 
ata fra aad cd at ua viU? 

“Dratap—(with a sigh of relief) O Sakta, dearer to me than even my 
life ! | 
In old times Kaikayi's son (Bharata) approached Rama in the forest and . 
afforded him unique pleasure. Similarly thou too approaching me hurriedly 
affordest the same pleasure on the mountain region and givest me new lease 
of life." 

Circumstances when adverse can break even the hardest of hearts. 
There come moments when even the strongest of persons finds himself on 
a point of collapse. One such moment comes in the life of Pratap 
too : | 

sed usa fanfa anearerarfc faeta: 


Sa: BAT HATTA: ANRA FAA: | 


1. First act, pp. 17-18. 
2. Fourth act, P. 67- 
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ATATIATALT FIX anggen 
maafa aafe afg fe gearenfrenfa us 
“My extensive kingdom and the prosperous (capital) city have been 
captured by the enemies. The majority of my beloved people have perished 
and I have become totally impoverished. At this hour of plight my wife 
and children are about to leave for the other world. O irrepressible hope, 
O thou wicked wench, doest not thou foresake me even now ?" 


1. First act, p. 87. 
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Sivajicaritam 
INTRODUCTORY 

The play 'Sivaji-caritam' is written by -Haridasa Siddhantavagisa. It 
is published from Calcutta in 1961, Bengal era. ; 

The author says in the Preface that he has faithfully followed the history 
of Shivaji and made no changes in the story. Characters too are the same as 
are found in history books. There is only one difference, viz; whereas in 
some of the history books of foreign or native historians, Shivaji (Shivanand 
Singh) is described as a dacoit, in the present play he has been shown ‘to be 
atruly great man, great in thought, word and deed. ‘To describe a truly 
great man like Shivaji as a dacoit’, says the author, is a travesty of facts, a 
blaspheme which is to be shunned like a live charcoal from a crematorium.’ 
PLOT 
First act—After prologue Shivanand Singh (Shivaji) is shown sitting with 
his colleagues in the Pathasala. He has come to study but when he sees 
the sad plight of his motherland he wants to leave everything and even 
sacrifice his life for its freedom. He tells his friends and colleagues Govinda 
Singh and Bhaskar Sharma that they should take a pledge to free it (their 
motherland) from the yoke of the foreigners and not waste away their prime 
of youth in studies. All the colleagues first hesitate but when Shivaji presses 
upon them the importance of this work they all offer themselves. 


` Second act—The school which was founded by Sahnath, the father of 


Shivaji, is closed due to lack of students. But Shivaji gives the Upadhyaya 
Maheswar Shastri enough money to enable him to live comfortably for the 
rest of his life. j 

Shivaji obtains the fort of Torana from Karimbaksh, an ease-loving and 
indulgent administrator. Accompanied by his soldiers Shivaji enters the fort 
disguised as a showman. There he defeats the licentious Karimbaksh and 


conquers the fort. | 
Third act—Nadirshah, the ruler of Bijapur, is furious when he comes to know 
d into the hands of Shivaji. To take 


that the fort of Torana has passe Tot 
revenge he puts his cabinet minister Sahneth; the father of Shivaji, into 


prison. 
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Fourth act—Jayanti, the mother of Shivaji, is shown as engaged in a talk with 
Bhairavi in the temple of Katyayani. She tells her that she is sad because 
she is a woman and is therefore not as free as a man to fight with the 
Mohammedans, otherwise she would have taught the Moghuls a lesson. 
Meanwhile she is informed that her husband Sahnath has been put behind 
the bars. This news makes her still more miserable. But after a short 
while she is informed that Shivaji has sent a message to Nadirshah warning 
of reprisals on his captured soldiers in case he does not set his father Sahnath 
free immediately. The warning has its effect. Frightened Nadirshah sets 
Sahnath free. Shivaji too releases his prisoners. Jayantiis happy to hear 
about all this. At this stage the information comes that Afzal Khan, an 
army commander, is coming from Bijapur to seek an interview with Shivaji 
and wants to have a personal talk with him on the terms of the treaty. 

Fifth act—Afzal Khan is a crooked man. The purpose of his visit as given 
out is to discuss with Shivaji the terms of the peace treaty but the real 
motive behind this is to kill Shivaji. He tells Shivaji that he wants to meet 


-him alone. Shivaji understands his motive. So he goes to meet him fully 


prepared. While embracing each other Afzal Khan tries to kill Shivaji but 
before he advances, Shivaji quickly attacks him with his ‘Baghnakh’ and kills 
him. When the army commander is killed the army becomes leaderless and 
runs helter skelter. Shivaji is thus able to score a victory over the Moham- 
medans even without firing a single shot. 

Sixth act—In the Viskambhaka both Bhalchandra and Baladeva, the assistants 
of Shivaji, are shown having a talk. In the course of their talk they show 
concern over the fact that the Emperor of Delhi has sent an army under the 
command of Shayesta Khan to punish Shivaji though he (Shivaji) has done 
him no wrong. On the other hand, they are happy that Jayantidevi, the 
mother of Shivaji has saved Poona on her own with unique bravery. Mean- 
while Jayantidevi appears before them in military uniform and says that men 
may sometimes lose heart but not the women of Maharastra who are brave 
enough to face the enemy. 

Shayesta Khan, the chief of the imperial army, is having a discussion 
with his commanders in the course of which he expresses his intention to 
behave decently with his enemy. Meanwhile Bhaskar, a colleague of Shivaji, 
comes to see him (Shayesta Khan) and requests him for permission to take 
the dead body of one of his relatives through the fort. His plea is that as 
the sun is setting it would be difficult to reach the cemetery in time if they - 
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Bo by the outer road. ‘It would be very kind of him,’ says he, ‘if he (Shayesta 
Khan) allows them to take the dead body through the fort.’ Shayesta Khan 
allows him to do so on this condition that he and his companions go comple- 
tely unarmed, Shivaji enters the fort by placing a bundle of the weapons 
on the cot and covering it in such a way that it may look like a dead dody. 
When they come inside the fort they pick up their weapons from the cot 
and attack the enemy, Shayesta Khan runs away terrified. The fort thus 
passes into the hands of Shivaji. 

Seventh act—Hirachala and Shantashila talk to each other and say that 
Aurangzeb has sent Jaisingh to suppress the ruler of Bijapur. Shivaji has 
helped Jaisingh in winning Bijapur. Aurangzeb is pleased with Shivaji's 
bravery and has bestowed upon him the title of Chatrapati. He has also 
invited him to Delhi, 

Aurangzeb wants to arrest Shivaji through a trick. He invites him 
(Shivaji) to Delhi but when he comes there he insults him by giving him a 
seat meant for persons of lower rank. Shivaji's feelings are injured and he 
wants to return to Maharastra immediately but he is astonished to find 
himself a prisoner of the cunning Emperor. 

Eighth act—Shivaji pretends illness and daily sends out basketloads of fruits 
for being distributed as alms. One day he himself comes out hidden in one of 
the fruit baskets. The Moghul emperor when coming to know of his escape 
orders a chase but Shivaji kills his chasers and safely reaches his country. 
Ninth act—Aurangzeb sends Murardan Singh, the son of Jaisingh, with two 
other army chiefs Saiyad Khan and Badaruddin to fight with Shivaji. Shivaji, 
with the assistance of Bhaskar Sharma and Govind Singh, gives them a good 
fisht and scores a decisive victory. The Moghul chieftains meet with a sad 
fate. 

Tenth act— The coronation ceremony of Shivaji is celebrated with 
pomp and show. Rajamata Jayantiis very happy at this occasion. Guru 
Ramdas himself appears and blesses Shivaji. All the relatives assembled 
there feel very happy. Shivaji thanks all those friends of his with whose 
help he was able to obtain the kingdom. The play ends with the utterance 
of Bharatavakya by Shivaji. 


CHARACTERIZATION 
Shivaji —Shivaji is a well known hero of Indian history. His character 


has been very faithfully represented in the present play. From his very 
childhood he is shown as burning with the desire of freeing his motherland. 
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For this he gets inspiration from his mother who in his childhood had told 
him of the stories of the ancient heroes. He has no interest in studies. His 
heart burns when he sees Mother India crushed under the heavy feet of the 
Moghuls. He makes up his mind to free her (Mother India) from their 
clutches. He swears before his friends : | 
| o Regem efr atero: 

mAT taadaa fw | 

cary fasta refer eana 

gatai gaxfa qa qeuas farg i 

“May we again establish in India the Dharmarajya, the rule of law, 
driving away forcibly from there with the help of our army the hostile 
Muslim hordes like a heap of dust by a broom and putting the deities, 
Brahmanas and others in their due places." 

Shivaji has inherited the qualities of fearlessness and bravery from his 
father Sahji who does not care for Nadirshah's threats though he is his 
employee. He praises his son for his daring exploits and tells Nadirshah 
candidly : | 
Wm (mre) wear! ad fe anaa gus args TASA- 

aR 12 | 

"Sah (with a happy heart) —May be, it has come to me from ear to ear 
that he wants to establish the Dharmarajya, the rule of law." 

Of course to establish this Dharmarajya, Shivaji has to undergo many 
troubles and hardships. The incident of his interview with Afzal Khan is a 
case in point. The quickness and cleverness shown by Shivaji at that time 
is highly praiseworthy. His religious tolerance and catholicity of outlook 
cannot go unnoticed even at the hands of his enemies. Shayesta Khan 
records his appreciation of him in the following words : 

.. GET, Rana: Serre vara spgrHTSSI, cael far 
marae arate fragai wp aa sath ated Tutt | sut div: ada 
Jav esent sp 13: : 

"Look, this Shivananda has the same reverence for our place of worship 
as he has for his, has the same respect for our religion as he has for his, looks 
after a helpless Muslim lady with all respect as if she were his mother. He 


1. First act, p 13. 
2 Third act, p. 36. 
3. Second act, p. 62. 
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is thus brave and is one who has really followed the duties of a brave 


man. 

Shivaji is a man of self-respect. He does not allow himself to be cowed 
down before an enemy. But this does not mean that he is haughty and concei- 
ted. He is all respect and humility before his elders. That is why he says: 


farar—farfürerrfr vaprgrererediefier w facet afta genfa 
aa wen ?1 


"Shiva—Even though the bending of the head raised by itself or deliber- 
ately is learnt, still how can it be possible before those other than the deities 
and the preceptors." 

Shivaji loves freedom. Like a lion he does not want to live in chains. 
That is why when Aurangzeb tries to capture him deceitfully he proves too 
clever for him and makes good his escape. 

Not only this, he persuades others also to follow him in freeing the 
motherland from the clutches of the Moghuls. Murardan Singh, the son of 
Jaisingh tries to persuade Shivaji to surrender to Aurangzeb but far from 
doing so Shivaji asks him to follow the same path as he has chosen for himself 
and raise the banner of Hindu society high: 

Rai «aer ! wenfe wart adfa aif caue, use fusi, 
fast arfaa gga, asia a gga WAND, YA: AATA T 
amà fraga fage 2 

“Shivaji : Friend, I too say to you, give up siding with the Moham- 
medans. Unite with your own people, cast off the worldwide contempt, 
earn fame as charming as the autumnal moon and again raise in India the 
Hindu society's victory banner.” 

CRITICAL APPRECIATION 

One of the great writers of the present century Haridasa Siddhantavagisa 
occupies a place in the history of contemporary Sanskrit literature which is 
all his own. A poet, a playwright, a novelist, a critic all rolled into one he 
has vastly enriched the Sanskrit literature with his writings most of which 
have unfortunately not seen the light of the day. But whatever little has 
come to light is sufficient to earn him undying fame. 


1. Seventh act, p. 86. 
2. Ninth act, p. 116 
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Sri Siddhantavagisa is a traditionalist so far as dramatic technique js 
concerned. He employs most of the dramatic devices mentioned in drama- 
turgical texts, Viskambhaka, Garbhanka, Culika and so on. Another peculi- 
arity of his plays lies in the titles the acts have in them. In this, however, 
his plays do not stand alone. They have good company in Mul Shanker 
Maneklal’s three historical plays which too bear appropriate titles mentioned 
in the colophons. 

Sri HaridSsa Siddhüntavügisa is a great patriot. In his motherland he 
sees the image of the whole earth: 

maae enea SRISOSTT: 


= e 
a * 


aaa aa Gear: gAs afa T | 








zr wrwreHa afaa ged fawreurags n 

“That vast end thicklypopulated country inhabited by brave and com- 
gerent people which was the first teacher of the world and which imparted to 
it knowledge, intelligence, prosperity and success is India which to me gives 
che impression of another earth. It hasa multiplicity of languages and faiths 
im tt as also mental attitudes.” 

The same idea is expressed in a rather brief and succint form in the 
tollowing verse of the Mivarapratapam too : 

ta fe wed Aer fzdiat gfrdifua u? 

“Indie. this one vast country with its multiplicity of castes, creeds, 

fai-hs, speech and dresses gives to me the impression of another earth." 
; It fs his iove for his country that makes him love all that it stands for. 

He wams to revive the glory of Sanskrit, Indian Culture and Hinduism. 


This is the prime motivating force of his life work. Inthe prologue to the 
Mivareprat@pam he says clearly : 


Woo aaaeareaag Cerf ARTTA | 
Wat Fad TA A Bag KETAT 113 


“May Sanskrit language and Indian Culture revive in India. May 
Sanskrit language come to each house and each tongue." 


1 Vangiyapratrpam, Fourth act, p. 56 
2 Mivürapratüpam, Third act, p 30. 
3, lbid, First act, p. 1. 
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He is, however, more forthright when through the mouth of one of his 
characters Mahesvar Shastri in Sivajicaritam he says that Sanskrit is the 
root of all the Indian vernaculars and if the root is destroyed, like the twig 
of a tree which does not get sustenance from the toot, the vernaculars would 
get dried. He further says that if sucb a contingency were ever to arise the 
Sastric injunctions which are all in Sanskrit would get destroyed, the perfor- 
mance of the sacrifices would cease, the courtesies would disappear and in 
course of time the Aryans would become the non-Aryans: 


Thus says he— 
MATT amita YAAR fe ATN | 
WISI FT RITU WT Tel Nafa di 
WWW fargenfia derama fafüaenem, fafafa TRI UE 
SHTTTXT: AARAA T We fSUSETSTXTS, BAT EU: weder ua wfeaerf 12 
It is this revivalist spirit of his that makes him goin for those plays— 


. there is only one exception, the Virajasarojini which has been treated sepa- 


rately under the head ‘mythological plays'—that propagate the glory of 
Hinduism by resurrecting the story of those old heroes of India who sacri- 
ficed everything for protecting the honour of their country against the on- 
slaughts of the foreigners. Pratapaditya, Pratap Singh and Shivaji, the three 
heroes of his plays, represent in them the fearlessness, steadfastness, 
bravery and patriotism, righteousness and courage which are necessary 
in holding out against the Mohammedans who were infinitely more powerful 
than they. The author is conscious of the bitter truth that wherever the 
Hindus suffer defeat itis not the superior might of the invaders which 
accounts forit. Itis their disunity, their mutual conflicts, their mutual 
destruction which is responsible for it. Throughthe mouth of Mansingh in 


 Mivarapratapam he gives expression to this view of his : 


festa ferent fasa: get erf d 
getipante fe wid HT aaa 12 
“A perverted Hindu alone destroys a Hindu. This is true for all times 
that iron when fashioned as a mace pounds iron.” 


But he does not stop at merely recording this fact. He goes on to 
draw valuable lessons from History, as for example, when he says that unity 


l. Sivajicaritam, Second act, p. 17 
2. Mivarapratipam, Third act, p. 39. 
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is the greatest strength of any society : 


upaattes aatan 1 


And therefore Hindu society is to be knit together and if it is done, it 


can repel any attack of any outsider. 
He further says through the mouth of his characters : 


wea faena uf freaugeraua aeia waa: wee | 
qaaa fafasarat aar Aaaama a wat WD Wis SU 1 
The author, like a true Hindu, very painfully describes the havoc 


. wrought by the Muslims : 


gefatmara: edant frater 
sqft gfe aft eure sre quf 1? 

At many places it is seid that the Yavanas destroyed temples, broke 
idols, molested Hindu women and did many other horrible things. The 
author is therefore in righteous indignation against them. : 

Out of his three historical plays it is only the story of Vangiyapratapam 
which is rather unknown. The author has based it on an important episode 
from the Bengal History. He has confined himself only to Pratpaditya's 
victory over Mansingh. He has deliberately omitted the later story of his 
defeat at the hands of his enemy when he was captured, put in an iron cage 
on the back of an elephant and taken to Varanasi where he died because this 
did not fit in with his pet theme of the glorification of old heroes. The stories 
of his other two plays, the Mivarapratapam and Sivajicaritam, are quite 
well known having attracted quite a large number of writers in Sanskrit itself 
to base their works on them. So far as the main incidents in the stories are 
concerned they are the same as are recorded in history books or are 
otherwise popularly known. Between Mivarapratüpam and Sivajicaritam 
the difference lies in that while the former opens with Mansingh's coming 
to him (unlike Virapratüpanatakam of Mathura Prasad Diksit which opens 
with his coronation to which he agrees on the advice of his ministers and 
purohita ) ( against the last words of his father nominating his younger 
brother Jagatmal) the latter opens with Shivaji in the Pathasala sitting in the 
company of his friends. 

In the Mivarapratapam Upadhyaya Suprabhadeva has been shown at least 
thrice—once in the first act when while talking to Shantideva he discloses 
I, Sivajicaritam, First act, p. I2. : 
2. Ibid., Firs act, p. I2. 
3. Ibid., First act, p. 13. 
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the incident of Mansingh's insult at the hands of Pratap (who refuses to join 
him in meals), the second time in the sixth act when he says all about Pratap's 
suing for treaty, Prithviraj’s letter to him dissuading him from this, Bhama Sah's 
(Bhim Singh's) giving him all his wealth and raising by Pratap a 50000 strong 
army with its help andthe recovery by him ofa number of forts, and last 
towards the end blessing Pratap on his victory over Sahbaz, the Moghul 
commander. The Mivàarapratüipam closes with the capture of Sahbaz by 
Pratap and his companions. The only innovation introduced by the writer in 
this play is the humorous interlude in the fifth act where Pratap and his 
queen are shown enquiring from their daughter Indira and son Amarsingh 
asto which of the two places, Kamalamir and the forest, they like most. 
Indira prefers the forest while Amarsingh perfers Kamalamir. Amarsingh's 
appearance with Raghuvam$a in his hand too is quite original and the 
author's own creation. On a query from Pratap he saysthat he has finished 
Panini's grammar and is at present reading the Raghuvamsa : 

quqru-PefWé qure gu? 

SCHWER XE | 

an: zaria aN ? 

AAT -Riia eaaa arga Gleraneagd Sq od 

But these are minor innovations. The main stream ofthe story is the 
same as is generally known from other sources. 

It must be said to the credit of the author that the incidents in his 
historical plays, unlike his mythological play the Virajasarojini, move quickly. 
The story is never impeded or unnecessarily lengthened. Itis only in the 
Vangiyapratipam and there too in the sixth act that the humorous interlude 
of Balarama's talk with foolish Brahmanas causing laughter by their idiotic 
talk is stretched unnecessarily to cover some ten printed pages. If the idea 
was to create humour it could easily have been accomplished by a more concise 
and effective way. 

Anyway, all told the credit must be given to the author for weaving 
historical incidents in his plays into a charming well-knit pattern and 
introducing into them a dramatic element. There is ample suspense here, an 
expectation, a gasping anxiety, as for example, in the scene in the Vangiyapra- 
tipam when Kalyani is threatened by enemies who want to kidnap her. 

Now coming to the language and the style we find that they are all ex- 


1. Mivürapratüpam, Fifth act, p. 82. 
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cellent. The author does not leave any thing desired in this respect. His fine 
and well-chiselled expression, his choice of words, his discrimination in embell- 
ishing his writings with appropuate figures of speech have earned for him a 
permanent place in contemporary Sanskrit litereture. His deep learning 
and erudition does not stand in the way of his creation of charming poetry. 
Rightly does he say of himself in the prologue to the Vangiyapratapam : 

geaen afara arasa 

ait hfaa La T gU | 


agno Wülugeg 
fe aa aana GT g di | 
"Even of one given to obstruse texts the lovely and charming poetry is 
seen. Don't we find that even of a tree very hard a tender sprout appears ?" 
In one of his plays the author calls himself : 


Ware fesrrerransfsremqt 12 


‘Desirous of the fame attaching to a great poet.’ It is really fortunate 
that this desire of his is quite adequately fulfilled. The author is certainly 
known as a Mahakavi (a great poet) of the twentieth century. His imagina- 
tion not unoften gives us poetry which is the delight of all connoisseurs. The 
arthantaranyasas that he has empoyed are particularly delightful. There 
are numerous examples of it in his works. Some of the most charming 
ones bear reproduction here : 

. (m) wf ag azat wat 

T WAT TST SE ls | 
"Ter TS TUS Ws 
"fg we agate ang 1 
"The impure mind of the people like me would not become pure on 


account of the contact with the good. The iron, even though lying near a 
heap of gold, would not become yellow 1" 


(sr) usar fana rra? 
Wal AT Te woe | 
1 Vanfiyapratüpam, First act, p. 3. 
2. Mivürapratüpam, First act, p. 2. 


9. Vangiyapratupam, Second act, p. 19. 
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tear faga qum 

3 fanaa fg frang 112 

“In a body afflicted by a disease happiness would never set its foot. In 
a leaf of a tree shaken by wind the oozing honey would indeed fall off.” 

(T) saraa gaat war eae 
saag far at Tar Parke | 
asadar Wgspafez- 

, at Carett afar gar a ui? 

~The pleasure that a family woman gives while she is caressed and 
prepared would never match the one that were to accrue if she herself were 
to offer herself. The sugarcane when munched appears more sweet than 
the juice coming out of it.” 

(4) wmm sat aafag aad wa 
vqresgBreefg TAT PAg | 
ata fg emen: fare sfiia 
Vat warf ww va fg yfr: 1 

"Ihe king always tries to suppress his subjects. They on their part 
want to free themselves from his clutches. There is then a confiict between 
the two. When a mountain stands in the way of the fire trying to make its 
way out of the sulphur mine there appears the earthquake.” 

Songs and dances form an integral and important part of the plays. 
They are racy and crisp and lend a peculiar charm to the plays. Charac- 
terized by excessive alliteration and rhyme they are quite pleasant to read. 
One such sung by the simple fishermen plying their boats has a naturalness 
about it and consequently delightful : 

SIX ATH Aga WIN, WA US, ERAT AG: | 

qui qui aaa TES awe ata: | 
: TAA MA ATTA TX 

q faq ate SNOT ater: d 

STE a Hea: Afaa aca: 

wird HS: Ft Ter: 114 
Mivürapratüpam, Second act, p. 26. 


Ibid., Sixth act. p. 98. 
Sivajicaritam, Sixth act, p. 56. 


Vangiyapratipam, Third act, p. 32. 


y SIDO 
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Similarly befittins and appropriate is the song sung by the Bhils in the 
Mivarapratapdm : 
ag ay Wgi aly dr fume faa fra FIX F< | 
TY Wu AM Ag dg He Fax qud WI ul 
The song sung by the caranas Gun Haldighati battle is kicking and 
inspiring : 
qa ma alt THA ET 
Wet Aad afg wur Wem | 
MA TEC TEMA 
q« Wadi wa ar afer |? 
A peculiarly fascinating alliteration is found i in the song sung by the 
female dancers i in the Sivajicaritam : 


aaaf gaaf get afta ara 
rants golfer anf ae i? 

It is not unusual for an author to repeat himself in - his works. There 
are actual passages in the plays which are common to more than one work 
of his. As an illustration we may mention the verse : 

qaga ita THAT ddaf | 
qara} q arafa araa «OD VW: di 

which is found both in Mivärapratāpam and Sivajicaritam or the 
verse : 

. idt oat frye aa 
HAllatteaquaeaaqalang | 
SS Web fu wu st qug: 
matea TAA afena us 

which is found both in the Vangiyapratapam and the Mivarapra- 
tapam. 

Another peculiarity of the style of the author which cannot go here 
unnoticed is his frequent dives into history and mythology. In Vangiyapra- 
tapam he compares Shankara with Kautilya and then goes on to refer to an 


1 Mivürapratüpam, First act, p. 15. 
2. Ibid., Fourth act, p. 55. 

3. Sivajicaritam, Second act, p. 26. 

4. Mivürapratüpam, Third act, p. 34. 


5. Vanfiyapratüpam, Fourth act, p. 66. 
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historical incident of the capture of Raksasa by Kautilya and his forcible 
installation as the minister of Candragupta. Agein, in Mivarapratapam he 
refers through Pratap back to the pages of history : How Sultan Mahmud 
looted the temple of Somanatha while the Hindus were busy with their 
worship of Lord Sankara, how Mohammad Ghori vanquished Prithviraj in 
the battle ofTaraori while the latter had felt assured by the treaty the former 
had entered into with him. Further in Sivajicaritam even apart from the 
last act where justification is sought from history and mythology for all the 
actions of Shivaji there is a passage wherein as a counterfoil to the nefarious 
activities of the Mohammedans Shivaji lauds the behaviour of the Hindu 
heroes of the past thus falling back upon history and mythology. He contrasts 
Aurangzeb's killing of his brothers to remove them from his path with the 
ideal behaviour of the brothers in India like Bhima etc. who just out of 
respect for their elder brother allowed themselves to be staked in the gamb- 
ling bout or Laksmana who voluntarily offered himself to accompany his 
brother to the forest, or Bharata. who following the righteous path put the 
pair of the wooden shoes (padukas ) of his brother on the throne and carried 
on the administration in their name, or Rüma who apprehending the death of 
Laksmana on account of his having hit against a mighty rock wanted to end 
his life or Pratapsingh wno accepted back with all love and affection his step- 
brother Shakisinsh who had earlier deserted him and had joined his 
enemies. . 
Among other stylistic peculiarities of the plays mention may be made 
of the frequent quotations from earlier works : 
(=) aa wa agafarem a 
Sq: Ha eT led quim ATT RE | 
ate IA Bey: PIRA T aT Fay d 
(sr) safer a maia: 
SOENqXTIEHT STET AAT SSTITDUISITQ, 1? 
(3) sanag dered raeurA fats | 
WAT MATT: TTT srarect faafafa > 
(3) qaret maana fg ar 24 


I. Vanfiyapratüpam, Sixth act, p. 29. 
` 2. Ibid., Sixth act, p. 106. 

3. Ibid., Sixth act, p. 111. 

4. Mivürapratüpam, Third act, p. 40. 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA _ 
s a 





106 SANSKRIT DRAMAS OF 20TH CENTURY 


(s) fragi afa wag 
sd at faaatoa i: 
(a) fafratitafaatafeahi: afafa: | 
mache: WIG fea HAART l” 
(a) afafed are: ... 
SMa df. Gaara: 1 
(s) gaat drag afia... 
Tareas cerry qe: Wife | 
| aaa Ww gud saa Wr i 
S (%) aging gfead mia: 1 
(a) afar + A oa a mud gT | 
X«Wv HET wd THAT Wu dh ll 
(z) afit ay maaa aa: 17 
(5) werd ain seer mafa | 
ales faan qaa aT afa 18 ; 
(s) aauaatimdaimg =... 
aeaf aega dafa: adafa i 
guig uana aeaf: 119 
While talking of quotations from the earlier works it will not be out of 
point to make a reference to the tenth act of the Sivajicaritam where the 
playwright exhibits his intimate knowledge of the older works from which 
‘Incidents and scenes are shown to be painted on the canvas, spread out 
before Shivaji, Guru Ramdas, Mahesvar Shastri, the Upadhyaya, the priest 
Narayana Sharma and Jayanti, the mother of Shivaji. After Shivaji is crowned 
king these prominent characters who had assembled for the happy occasion 
of the coronation ceremony permit themselves certain observations wherein 
I. Ibid., Fifth act, p. 88. 
2. Ibid., Sixth act, p. 95. 


3. Ibid., Sixth act, p. 94. ( 
4. Śivūjicaritam, Second act, p. 17. 


zi | 5; Siviijicaritam, Seventh act, p. 73. 

Si 6. Ibid., Seventh act, p. 88 
EM 7. Ibid, Eighth act, p 94. | 
PEE 8. Ibid., Ninth act, p.17 
cen Ibid., Tenth act, p.121. ; 
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they refer tothe sacred lore, the proper significance of these observations 
being unfolded towards the end by Jayanti. Thus Guru Ramdas draws 
attention of the assembly to a scene from the Markandeya Purana as painted 
On a canvas by an expert artist. The gods were first disunited, and were 
consequently defeated by the demons. They then led by Brahma went to 
Lords Siva and Visnu. The entire assembly of gods then became a woman, 
the Mahasakti. The united gods then gave their weapons each to the Devi. 
Then ensued the fight btween the goddess and the demons. The Mahiaégakti 
then destroyed the entire army of the demons and beheaded Mahisásura This 
Puranic incident is utilized by the author skilfully to draw the lesson that in 
unity lies strength. MahaSakti is nothing but unity. The author has thus the 
authority of the sage Vedavyàsa in support of his pet theory of the unification 
of the Hindu society. Not that this particular incident referred to above 
only taken from the Markandeya Purana, there are actuál quotations from it, 
as for example: ` 

(a) angad aia maag d 

(@) gae aagi i? 

(1) Xi asaan afgana | 

giair ngng faia t? 
(4) aa: sagà ga aat gear gefaary 14 
After Guru Ramdas, Mahesvar Shastri refers to the two: incidents 

described by Valmiki in the Ramayana, one, where Rama and Sugriva enter 
into a pact and the other where Valin is killed, the obvious conclusion being 
that whenever a great thing is to be accomplished the enemy of a friend 
should be killed even though cunningly. Naryana Swami then draws attention 
to the Mahabharata incident where Yudhisthira deceived his Guru by speaking 
out the words ASvatthamad hato maro và kuiijaro va ASsvatthima is 
killed, man or elephant. Muktakeshi then points out that there 
should’ not be any hesitation in withdrawing from the field where such a 
withdrawal leads to ultimate victory. To illustrate her point she refers to 
Krsna who is said to be god himself, Kysnas tu Bhagavan svayam, fleeing 
from Mathura in fear of Kalayavana. She further refers to the Mahabharata 


I. Sivajicaritam, Tenth act, p. 121. 
2. Ibid., Tenth act, p. 122. 
3. Ibid., Tenth act, p.122. 
4. Ibid., Tenth act, p. 122. 
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incident of Karna taking to flight when faced with a Gandharva (Citrasena) 
on the occasion of the Ghosayatra. The not too distant history of Rana Pratap 
taking to flight from the battlefield of Haldighati also supports Mukta- 
keshi. The reference to these historical incidents and age-old authors and works 
bespeaks the author’s deep learning and his capacity tore-interpret these in 
the context of the conditions prevailing in the days of Shivaji (and even 
now). This also shows that the author does not suffer from much moral 
compunction and subscribes to the dictum that everything is fair in love and 
war. “Whatever moral unjustification there may be for the policies of Shivaji 
and his diplomatic manoeuvres there is no doubt that these ultimately led to 
good”. | 

_ Tothose who may. object to this on the basis of the sacred lore, 
the author has the authority of the sages and their authoritative texts. This 
only seems to be the purpose of the author in laying the particular scene in 
the tenth act referred to above. To some of the quotations the author takes 
particular fancy and repeats them quite often in his works. They serve his 
purpose and lend weight and authority to his ideas and expound his views. 
As illustrations we may mention the line : ; 

agaang fase xp: 

which is found in Mivarapratapam and Sivajicaritam both and in 
the latter too is repeated twice. 

The plays have the heroic as the predominant sentiment. All of them 
carry forceful descriptions of the battles and the wars and the terrible havoc 
wrought by them. When the armies of Pratapaditya and the Nawab of Bengal 
meet in the vicinity of Jessore they get locked up in a neck-to 
most vivid and graphic description of which is found in the f 
of the Vangiyapratipam : 

war fg—areftfireavarfvfar: aunts gears faga: 
qiira ganfan sd: anette | 
seite afa Teer wer Weed: T: 
gergi sanf pq affero we: 12 

"The fierce soldiers speedily cut throats and pull out he 
knives and swords, they pierce each other with their pike 


~. 


-neck fight, a 


arts with their 
S, they pound each 


I. Sivajicaritam, Seventh act, p. 73. 
2. Vangiyapratüpam, Fifth act, p. 87. 
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other with their maces, they drag each other with their spears and when their 
weapons exhaust themselves they strike each other with fists, pull each 
other's hair and grinding their teeth dig bayonets into each other’. 

When the armies of Pratap and Akbar meet inthe famous battlefield of 
Haldighati, we again meet with a similar description in the Mivarapra- 
tipam : s 

Uw: —arytag | gata akg: THX S ECTRETUR d 
qauq—- 
aaf arafa aa: ara feger ve ureur: 
faat fasafa ar qat afer. at fiere: qx faafia | 
drew STR THM Were: WT: 
Weérgféz aarafa tg Tat wt araq: dl 
"Shakta—Shambhu Singh, this is what is known as a pitched battle. See— : 

The fierce soldiers having beentorn tear, having been wounded inflict 
wounds, having sustained cuts inflict cuts, having been pierced pierce, 
having been captured capture, having come close come closer still, and when 
their weapons are exhausted they pull each other's hair and fight with their 


hands, nails and fists.” 


When the armies of Shivaji and Aurangzeb meet in Maharastra we again 
have a similar description in the Sivajicaritam : 


RET a AAAI SAAT UT RAT: | GU 
rer esr anfa frafe Ufa 
aaneata fafa afar qeremater à ` 
ara: aAA: fnat 
qoer aat maT FeaTayey 11° 
“So the two armies are verily locked up now. And with this : 
The soldiers of our and enemy's army approach, roar, put, break, yell, 
wear off, throw, kill, pounce and withdraw. (The qualities of) pity, straight- 
forwardness and softness have deserted them.” 


The author is quite adept in drawing word-pictures. One such we meet 
with in the Mivarapratapam where he. describes Jhalapati Manna in the 


1. Mivürapratüpam, Fourth act, p.53. - 


2. Ninth act, p. 112. This verse is found very much in the same form in the Vangiya- 
pratüpam too (Eighth act, p. 149). 
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thick of the battle bringing death and destruction whereever he goes : 

WRIST ATMA AAT 

fraraq fafaraq T NTT i 

Fare TERR aaa WAT 

ala RTT JÜAANI reum ut 

"That noble oneis going about brandishing his sword, making a short 
shrift of his numerous foes approaching him from all sides. He pounds them - 
and cuts them. Intoxicated he breaks them as does an elephant the reeds." . 
Though the predominant sentiment of the plays is heroic, as said earlier, 

it does not lack in other sentiments too. Of course there is very little of erotic 
or abominable in them but there is enough of humour, £ood decent humour. 
None of his works have the Vidüsaka. Still the author is able to entertain the 
audience by means of some humorous scenes interspersed in his work which 
provide good diversion and are welcome because of the change they provide 
from the tense heroic. One such scene is found in the Vangiyapratapam in 
the sixth act when Balarama at the instance of his guru Madhava calls out to 
Brahmanas for offering gifts to them’ on the occasion of the coronation of 
Pratapaditya. The Brahmanas that turn up are all blockheads who by their 
halfbaked knowledge provide a good entertainment. One of them is a smoker. 
- Praising tobacco he says; 


faga ? arenae fg ara wd fare WEIT: | 
ante gisar fraftsaad eter D Tat qu 
Wed yfai fona ye paite | 
gear- gsf ara-ara: STD aaea 
aH aia wad faga gin ta qun gi? 
“What do you say ? Tobacco is verily Mahavisnu present in all beings ? 
It is a Gudika for the ladies, with its leaves pressed it is a differently blended 
thing called Dokta, it is a snuff for the very wise, it is a cigar for the foppish, 


the others take to itin the form of Hukka, Gudagudika and-albala. It brings 
forth rings, it goes down and ultimatly gives salvation.” 


Further when he mentions the ten incarnations of it (the tobacco) he 
cannot but produce a hearty laugh : : 


I Mivürapratüpam, Fourth act, p. 60 
2 Vangiyapratupam, Sixth act, pp 99-100. 
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IRIART phan eaa Wer: 

JAANE ARlSTTA gaa WHAT | 

AANA FARATA: Att AF PRERA 

_ WW Agraga: areataarer ear ut 

“Growing in i the watery bed (as a plant), useful for puffing, Sroducihs sound 
in water, causing burning in the chest, the smoky flag of the kingsin a big 
sacrifice, its rich crop having reached the fields, in a good condition on 
account of the weapon such as the plough (also Sugata-Buddha, obviously a 
reference to Buddhavatara) dirty (also Kalki-the name of the last incarnation) 
at the end-these are the ten incarnations in action of the green-coloured 
tobacco (also Hari-Visnu). 

Equally humorous is the description of the Uttararamacaritam by 
another Brahmana : 

sacar wayi uf, dar tae, rufa wen, IN rar af 
afarat aay, dead aay, aatan fair i? 

Another most humorous scene occurs in the Mivarapratapam where 
too an identical situation is depicted. The three Brahmanas supposed to 
offer Svastyayana for Pratap's victory in a battle with Mansingh turn out to 
be total fools. They occasion hearty laughter by their crude talk, an excerpt 
from which is reproduced below : 

gdhTr—qa4Td WW | 
aa—(zgate) 
arka — (agmg) wa eat aera | quud ae | 
gata:—(fare: were) AAA GAA TAT Aa | 
«d—(sgend gafa) 
ata—aer ! garg wx ataf a Sa |! 
gdta:—(uf&rcaeqW) qme, rq Wa | 
wa— (aaa gafa) 
afta—ar: gare yinfa atfafa a aad | 
gita:—ale gaada ws d 
The critique on the plays of Heridüsa Siddhantavagisa would not be 


1. Vangiyapratüpam, Sixth act, p. 100. 
2. Ibid., Fourth act, p. 102: 
3. Mivürapratüpam, Fourth act, pp. 41-45 
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complete if mention is not made here of the presence in them of quite a large 
number of pithy and epigrammatical sayings. A few of the particularly 
effective of them are reproduced below: 
(=) a: wert daaag 11 
(s) maat gfaaat fg samt 
ASAT gest: |? 
3 
(T) a: gagas: og ENR | 
(3) at: atq cafe afaa afeat fg uer i4 
(s) aftate fratgadt anata 
q Maat ara alata: 1 
(s) fase xr faafaa mara 
Teata fg faufesafesua 116 
(6) faraagada fg orar 1? 
(sr): snm aT asg Rigada ager 18 
(x) serat tiahara Ut afsaag 19 
- (e) sp stores Fat franta dide yat wafer 110 
(z) v ag ea: Tet tarfa i 
(5) aragna aa: 122 
In the end we cannot but take note ofthe author's predilection for a 
style, especially in prose, approximating the older prose romances in Sanskrit. 
A couple of examples would bear us out : 
(a) ei fg rg o, AAMAS AIH, THC QAR: ERT, qqq- 
Trga QT: | alt septi? ginte, afua aTa, "ISl: 
I. Vangiyapratāpam, First act, p. 12. ; 
2. Ibid , First act, p. 12. 
9. Ibid, First act, p. 73. 
4. Ibid., Eighth act, p. 123. 
5. Mivürapratüpam, First act, p. 9 
6. Ibid., Third act., p 37. 
7. Ibid., Fifth act, p. 76. 
8. Ibid., Fifth act, p. 80. . 
It 9. Sivajicaritam, First act, p. 7. 
ne I0. Ibid., Sixth act, p. 71. 
LE PUE Il. Ibid., Sixth act, P. 70.. 
I2. Ibid., Ninth act, p. II4. 
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NHIEU, Aaa: ATA, rata: enaar, aut T JE 12 
(w) aa a Aaa Hee T ARATAT. TER Eq QAT, WIT FAAAM, 
faatgtca fawur, aasien tnag: | aa g akaa qfaia 
aaqa, arafasi Rai Gur, maraa A AAA Feta 1? 
(w) azg aa ATA | TITA Was Wanye, Be: RESI: NFAT, 
grasa womens I 
Fortunately for the dramatic movement these passages are few and far 
between and certainly not as common as in the author's other play the 
Virájasarojint. Of course there is ample prose in them as there ought to 
be in a play where action is not impeded by overversification, but that 
prose is simple and easy and not characterized generally by the flourish to 
which the native poets and playwrights have often the strong urge to 
succumb. 3 


Vangiyapratapam, First act, P. 5. . 
2. Ibid., Fourth act, p. 57. 
3. Mivarapratipam, Third act, p. 33. 
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INTRODUCTORY | | 
The play is written by Mathura Prasad Dikshit. It has seven acts and 


182 pages. Though it was written in 1997 its printing had to be delayed. The 


political climate of the time was not favourable for it. When in 1947 India 
attained independence it was published with the help of the U. P. Govern- 
ment. | 
The play deals with the problem of India, right from the beginning when 
she came under the rule of the treacherous Britishers and the long fight of 
Indian patriots who sacrificed everything for the sake of independence. It is 
a complete history of the. Indian independence movement. The main 
sentiment of the play is heroic. It records the bravery of non-violent soldiers. 
The Indians have no tanks and guns; they have only the power of non-violence. 
Like a seer the author forestalls the incidents which take place some ten years 
later. It is in 1937 that he can foresee the independence of India. 
PLOT 


First act —After Nandi the first act opens with the coming of foreigners to 
India. Mother India is attracted by their charming appearance and sweet talk 
and allows them to live here. Her Nepali friend (the State of Nepal is 
personified as a girl friend of Mother India) warns her that though these 
people have white complexion their heart is as dark as charcoal and that she 
should not place too much of reliance on them. But Mother India is too 
simple-hearted to doubt their integrity and allows them a foot-hold. 


On the other hand a foreigner cures a princess of her illness and in return 


is allowed to carry on his business of cloth in India. He is given the monopol 
of the sale of cloth in the market. The foreigner misuses this right fie 
purchases cloth trom the Indian merchants at cheaper rates but sells ther) 
at very high prices. When the Indian merchants protest their thumbs are cut 
in order to disable them for the rest of their life. As a result the entire trad 
in India languishes while the English people do roaring business. as 


Mother India is in distress when she sees that her own sons are suffering 
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from acute poverty while the English people are getting richer. Her Nepali 
friend encourages her and assures her that she should not lose heart and face 
the calamity with courage: She also tells her that she would be blessed with 
brave sons like Tilak, Malaviya, Lajpat Rai, Gandhi and Jawahar. 
Second act—Clive succeeds in his plans to destroy Bengal. He takes into 
confidence Jaffar, the Commander-in chief of the army of the Bengal ruler: 
Amichand plays a major role in the success of his plan. For this he demands 
Rs. thirty lakhs. Clive proves too clever for Amichand. He prepares 
` two documents, one original and the other fake. He signs the fake one where 
he agrees to pay Rs. thirty lakhs to Amichand but in the original copy he 
makes no mention of this amount. By his cleverness he deceives both Jaffar 
and Amichand. exe did 
Clive attacks Bengal. As settled earlier the army of Shiraj under the 
command of Jaffar does not fight. Clive easily wins the battle. Prince 
Nand Kumar also does not play an active part in the fight. All -the Comman- 
ders of Shiraj stand up against him andShiraj is badly defeated. Mir Jaffar 
succeeds him. When Amichand asks for thirty lakhs he is shown the origi: 
nal document where there is no mention of the amount to be given to himi 
Amichand is badly disappointed. Mir Jaffar, when enthroned sentences 
Shiraj to death. But Mir Jaffar proves an utter failure as an administratori 
He is puffed up with pride after becoming the ruler of Bengal. He does not 
do his duty properly and as a result the whole administration: suffers. 
Soldiers do not receive their salaries and consequently rise in revolt against 
him. When the British administrators notice all these lapses in Mir Jaffar's 
administration they depose him and put Mir Kasim as the ruler of Bengal. 
Third act—Mir Kasim isa very good administrator. Heis a brave anda 
very honest and upright man. The Britishers want to make him their tool 
but when he does not toe their line they dethrone him too. On the other 
hand when Mir Kasim tries to untie the bonds of Mother India, the English 
administrator scolds him. Mir Kasim is charged with the offence of inter- 
fering with the English administration. He tries his level best to help his 
countrymen but does not succeed. Warren Hastings charges Nand Kumar 
with interference in his work and sentences him to death for he (Nand Kumar) 
had disclosed the fact ,that Hastings had taken Rs. one lakh as bribe from 
the widow of Mir Jaffar and Rs. ten lakhs from Munni Begam. Whenever 
the torture of the English people becomes unbearable Mother India is shown 
tied with so many bondages. She is distressed to see the sad plight of her 


YN 
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sons. There is no one to console her, only her Nepali friend is by her side 
always and helps her with soothing words. 
Fourth act—An Indian spy tells Mother India that the greedy officers of 
the company have raised the tax three times higher. Bengalis cannot pay tke 
tax and so have tosuffer at their hands. Mother India is again very sad to 
know the sorry plight of her sons. On the other hand Hastings is upto making 
the company very flourishing. For its increased profits he tortures Indians. 
He fleeces the whole of Bengal to fulfil his ambitions. He sends a spy named 
Ramnath to know the inner condition of Ruhilkhand and Oudh. The spy 
comes back with the informationthat though there is abundance of wealth 
there the people are against each other and lack mutual co-operation. 
Hastings finds it the right moment to launch an attack on Ruhilkhand and 
completely destroys it. Mother India weeps bitterly whenever she recollects 
this incident. When however Shujauddaulla sends Rs. thirty lakhs to 
Hastings through one of his emissaries he (Hastings) hands over Ruhilkhand 
to him though it had nothing left in itnow. He does not disclose to anybody 
else his real purpose for doing so; he keeps it very much up to himself. He 
knows that Ruhilkhand can again be taken back any time. Likewise Oudh 
toois destroyed. The Nawab of Oudh is a religious man. After his death 
his son, a luxury-loving man, wants to relieve his widowed mother of all the 
treasure. When she refuses to part with it he takes the help of the Company 
and succeeds in obtaining it. The employees of the Company who help him 
take away a major part ofthe wealth. They give the prince only some 
nominal amount and proclaim him the ruler of Oudh. They keep however 
all the rights of the administration to themselves. The ruler is a mere 
puppet in their hands. 
Fifth act—The time changes. The men of the Company torture Indians 
without any rhyme or reason. Indians are awakening to realities and want to 
free their country from the yoke of the foreigners. A committee comes into 
being for this purpose. In a meeting the members of the committee tell the 
general masses that the foreigners are not only trying to snatch away from 
them all their wealth, they also want.to impose upon them their religion too. 
The Britishers destroy Sindh. They also incite Sikhs and the whole of 
India comes under their control. Nepal, the only sincere friend of Mother 
India, is also separated from the mainland. To make the Company more 
powerful they announce that if a king dies without any issue his kingdom 
would automatically pass under the Company. 
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Some soldiers like Pandey and Vajapeyi think it very cruel to force 
Indian soldiers to use bullets made of the fat of the cows and pigs. When a 
British officer compels Pandey and Vajapeyi to cut the opening of the bullets 
with their teeth they become furious and kill him there and then. All the 
young men of the country are eager to free their Motherland from the 
clutches of the foreigners. Pandey awakens the people of Bengal and Bihar, 
"Lakshmi Bai, the queen of Jhansi, cuts the bonds of Mother India. Mother 
India asks her about the news of the war. Lakshmi Bai telli her that the 
Britishers are expert in the policy of divide and rule. They have succeeded in 
putting the Indian army against the Indians. 


The queen of Jhansi loses her own kingdom but she continues fighting 
with the help of the ruler of Kalpi. When that ruler is also defeated Lakshmi 
Bai joins the Indian ármy which is up to destroy the English rule. She tries 
to win over Gwalior. The Indian army is very courageous and gives a good 
fight to the British army. The defeated British army loses battle and goes to 
Prayag. But unfortunately the lack of unity in the Indian army causes its 
defeat. Some one sets fire to the stock of gunpowder with the Indian army 
which leaves with it nothing to fight with, Mother India and the queen of 
Jhansi are informed thatthe Company has wonthe battle. They both 
stealthily peep out to see how the English people celebrate their victory. To 
their utmost dismay they see thatthe English people have caught hold of 
Bahadur Shah, the last Moghul king of Delhi. Bahadur Shah is thirsty, 
When he asks for water they offer him the blood of his own son. Bahadur 
Shah faints when he comes to know of this. On the other hand, when the 
queen of Jhansiis left with no alternative than to surrender she throws her- 
self into thefire and ends herlife. Mother India cries hard when she sees 
the pathetic end of her daughter. The Britishers kill the Indian warriors who 
are fighting for freedom whenever they get an opportunity. Mother India is 
furious at this. She herself raises her sword and prepares for fighting. She 
announces throughout the country that every Indian youth should participate 
in the war of Independence. But the friend of the queen of Jhansi tells 
Mother Indiathat the time is not opportune for the fight yet. At that 
very time Victoria is enthroned the queen of England. She tactfully buys 
India from the Company and takes over the reins of that country's adminis- 
tration into her own hands. She satisfies each and everybody by giving 
titles and property. All the'agitations are suppressed in her time. Mother 
India also seems happy at the satisfactory administration of the queen. 
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Sixth act—Secretary Hume establishes a Congress Committee in India by 
the order of Victoria and at the advice of the Governor General. He tells 
Dadabhai Nauroji that this Committee will be constituted of some of the most 
respectful personalities of the country. Nauroji suggests that the national flag 
should fly on the building of the Committee, so that each and everybody 
should know that this.Committee is being established for the country. After 


this Bal Gangadhar Tilak informs Mother India that Bengalis have played 


a major part in the war of independence. That is why the British rulers are 
furious at them and want to divide Bengal... Mother India is very much 
disturbed by this news. Khudiram, a fighter for freedom, encourages every 
Bengali youth to fight against the British rule and kill every white man who 
comes in his way but Bal Gangadhar Tilak tells him that Mother India has 


issued instructions to the effect that the fight.against the division of Bengal | 


should be non-violent. Khudiram agrees to follow her instructions. The 
awakened nation is not ready to endure the tortures of the British rule any 
more. As a result when a European insults an. Indian patriot Kalicharan 
angrily resigns his post. Khudiram. too loses his self-control and kills a 
European with a bomb. As a result he is sentenced to death by the authori- 
ties. He dies smilingly for the cause of the country. Another patriot Kanhai- 
yalal kills Narendra, who has: become prosecution witness, with a pistol 
brought secretly by his (Kanhaiyalal's) sister. He is also sentenced to death 
by the British rulers. The Europeans are afraid of the courage of the Indian 
patriots. | 


On the other hand Germany has conquered France, Russia and Belgium. 
There is a direct threat to England. Her sovereignty is at stake. Europeans 
come and request Mother India to help them with her army.In return they 
would free her after the war. Mother India, simpleminded as she is, sends her 
brave sons to assist the English army and tells them that they should defeat the 
enemies of England with all their might. She also helps England with money. 
But alas when the Britishers win they forget all about their promises. On the 
contrary they issue a directive that any body asking for independence would 
be dealt with according to the Rowlatt Act. Mahatma Gandhi is very angry 
to see all this. He takes the pledge that he would fight against the repressive 
act. The Britishers donot heed his advice when he decides to fight the 
war of independence non-violently. Europeans instruct the Commander-in- 
chief of Multan to kill all the conspirators against the English rule. When, 
however, he refuses to:obey he is sent to jail. Another army chief returns the 
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Victoria Cross. Likewise all persons on whom were conferred the titles of 
Rai Bahadur etc. renounce them. Malaviya reminds Europeans the tragedy 
of Jalianwala Bagh. Mahatma Gandhi refers to the incident of Chaurichaura. 
Malaviya informs Mother India that infuriated people are destroying foreign 
cloth by making a bonfire of it. After this Abul Kalam Azad removes the 
bondage from the mouth of Mother India and removes her handcuffs. Govind 
Vallabh Pant loosens her chains. From another side come Kher, Ravi 
Shankar and Abdul Gaffar and bow before her (Mother India). Kher says that 
the Europeans sent our soldiers to war without even asking us. Mahatma 
Gandhi then suggests that all Congressmen should resign from the Legislative 
Assemblies and other Committees. All respectfully bow before his orders. 
Mahatma Gandhi asks the permission of Mother India for carrying on a non- 
violent war. Mother India happily permits him and showers her blessings on 
all her sons for victory. 

Seventh act— When the Britishers come to know that the Indians have 
awakened they play a new trick. They divide Hindus and Muslims on the 
basis of religion. They arouse in them hatred for one another. They incite the 
Muslims by pointing out that the Hindus cause disturbance in their religious 
duties by playing on a band before a mosque. They further tell them that the 
Hindus will eliminate Muslims when they get independence. Mother India is 
very sad to know that the sole cause of jealousy between the Hindus and the 
Muslims is the policy of divide and rule pursued by Englishmen. When an 
Englishman asks Mother India as to what is $oing on in her mind she 
dissustiully tells him that it is the Britishers who have divided Bengal, 
destroyed Oudh and Bihar, deceived Tipu Sultan by first entering into a 
treaty with him and then violating it and finally destroyed Sindh and the 
whole of India. The Englishman is furious at this and throws the net of 
ordinances on her. Mother India wants to slap him but he takes out his sword 
and tries to kill her. Atthat very moment Subhash Chandra comes and 
beats him. Jawaharlal Nehru also comes and assures Mother India that they 
will kill that Englishman in an instant. Sampurnanand also comes and tells 
that as Bhima tore away Jarasancha into two similarly he too will kill the 
Englishman but at that very moment there appears Govind Vallabh Pant. 
He informs that Mahatma Gandhi has given strict instructions to win over the 
Britishers by non-violence only. Sampurnanand is not pacified at this and 
says that he would send the Englishman either to hell or to London. When 
however Mahatma Gandhi himself appears on the scene all become calm and 
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quiet. Mahatma Gandhi tells them that the Englishman is their brother. To 
Prove this he embraces him and tells him that the Britishers should peacefully 
go back to their own country and should not deprive Indians of their 
birthright. The Englishman is very much impressed by his affectionate 
behaviour and apologizes for all his past misdeeds. At the instance of 
Mahatma Gandhi, Jawaharlal Nehru and Abul Kalam Azad embrace the 
Englishman and go away. Gandhi Ji, joined with other people, sings happily. 
With this the drama comes to an end. 
CHARACTERIZATION 

Mathura Prasad Diksit has condensed in his play of seven acts a full history 
of 100 years right from the beginning when they set their foot on this soil 
till the end when they left it after giving independence. A character who is 
active 1n one act is shown rather inactive in the next act. This is quite natural 
because there is a big time lag between the actions of the two acts. Only 
Mother India is present in all the acts. She is not some individual, she is India 
personified. "There are three main women characters in the drama—Mother 
India, Nepali friend (who represents the country of Nepal) and queen of 
Jhansi. All others are men characters. The flow of the story always remains 
unimpeded. There is no sudden interruption anywhere. 

The drama abounds in characters. They appear for a short while and 
then go away. That is why their characteristic qualities are not very much 
obvious. Itis more convenient to note the qualities of the nations to which 
they belong. Englishmen are deceitful, treacherous and believe in the policy 
of divide and rule. They always aim at the good of their own country. 
While doing this they bring ruination to this country. > 

Mother India (India personified) is a simple-minded and sincere lady.“ 
She is deceived due to her own innocence and simple-mindedness. Indians are 
ensnared by the Europeans because they lack unity and suffer from mutual 

jealousies. The main cause of disunity between the Hindus and the Muslims 
is the lack of understanding among them. 

Nepali friend of Mother India always remains by her side. Sometimes 
she instructs her, at another time she encourages her and yet another time 
lends helping hand to her bewailing friends. 
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Viraprthvirajavijayanatakam 

INTRODUCTORY 

The Viraprthvirajavijayanatakam is written by Mathura Prasad Dikshit. 
It isa play of six acts and sixty pages and is published by the author himself 
in 2017 Vikrama era. It is a tragedy in contravention of the rules of Sans- 
krit dramaturgists. | 
PLOT 
First act—Prithviraj with some of his selected courtiers is shown huntiiig: 
Bhondu Shah, Prithvirajs treasurer, availing himself of Prithvirajs absence 
from the capital invites Mohammad Ghori to cross the Ghag£gar river and 
invade his (Prithviraj's) territory quietly. A spy informs Prithviraj of this. 
Prithviraj sends Kaka Kanha to suppress him. The brave Kaka goes to 
Mohammad Ghori unnoticed and takes him prisoner. Mohammad Ghori 
is brought before Prithviraj: All the courtiers advise him to put Ghori to 
death but the kind-hearted king setshim free and asks him to take a pledge 
before the Koran not to fight against him in future. Ghori takes the pledge 
in all solemnity. Meanwhile Prithviraj gets the news that Jaichand, the 
ruler of Kannauj; is arranging for the svayamvara of his daughter Sanyogita; 
He has not invited Prithviraj to take part in it. Prithviraj feels very bitter 
about this but he knows Sanyogita's love for him. 
Second act—Jaichand’s relations with Prithviraj are not good: He not only 
' not invites Prithviraj at the Svayamvara ceremony, he has his iron statue 
made and installed at the gate to deliberately insult him: His daughter 
Sanyogita however does not share her father’s enmity with Prithviraj; nay 
she is deeply in love with him. She insists that she would not go to the 
assembly to select her husband, Jaichand is furious at this and wants to kill 
her. His wife restrains him and promises to make her obey her order. She suc- 
ceeds in persuading her to go to the assembly. But there too she acts on her 
own. She selects the iron statue of Prithviraj for her husband. At the same 
time she sends her friend to him (Prithviraj) telling him all about her love 
for him. Prithviraj is already present in Kannauj. Sanyogita's friend arranges | 
their meeting for a short while. Both the lovets meet and Prithviraj promises 
to take Sanyogita with him after some time: 
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Third act—Prithviraj with the help of his courtiers carries away Sanyogita 
and claims victory. Jaichand is furious at this and tries to capture him but 
allinvain. His friends provoke him to such an extent that he wants to 
avenge this defeat with the help of the foreign invader Mohammad Ghori. 
Fourth act—Prithviraj is busy making love to Sanyogita. He neglects royal 
düties and awards punishments indiscriminately. He orders Chamunda, a 
great warrior of his-court, to be put behind the bars because he kills an 
elephant to save his life. Seeing that Prithviraj has become indulgent all the 
courtiers begin to ‘behave accordingly. On the other hand Jaichand busies 


himself with preparations to attack Prithviraj with the help of Mohammad 
Ghori. ` 


Fifth act—Court poet Chandbardai and a noble man Amar Singh tell Prithvi- 


. raj that due to his neglect of state affairs all the courtiers have become self- 


wiled. With the help of Mohammad Ghori Jaichand may launch an attack 
on him any time. .Prithviraj then awakens to realities and realizes what a 
big blunder he has committed in disgracing his officers. He himself goes to 
prison to free Chamundaraja and honours him. 

Sixth act —Mohammad Ghori attacks Prithviraj with the help of Jaichand and 
other Rajput kings. Prithviraj fights and comes out victorious. But his 
victory proves to be shortlived. Mohammad Ghori plays a trick on him. 
He withdraws his army a bit. Prithviraj thinks that the enemy has been 
put to rout and that his men can afford to have some rest.: When his men 
are taking rest Ghori's warriors pounce upon them. Prithviraj with his army 
is caught unawares and is taken prisoner. When Sanyogita and other queens 


_learn this they end their life by jumping into the fire. 


Mohammad Ghori takes Prithviraj to his country and puts him into 
prison. One day he ridicules Prithviraj by saying, ‘what has become of your 
strength of which you used to boast so much.’ Prithviraj is hurt by this remark 
and with eyes red with rage tells him that he is a wretched man. He first took 
a pledge before Koran and later went back on it. Ghori orders that his (Pri- 
thviraj's) eyes be taken out. On the other hand Chandbardai who was away 
to Kangra to put Hahuliraj on the alert returns and hears the sad news 
of Prithvirajs defeat and arrest. He feels very sad at this. He goes to 
Ghori disguised as a Yogi and after influencing his attendant succeeds in 
meeting him. He tells him that he has come to see the extraordinary skill of 
Prithviraj] who can pierce just in the direction of the sound seven bells 
simultaneously. Mohammad Ghori is excited at this and wants to test Prithvi- 
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rajs skill He fixes some suitable day and time for this. Just as Mohammad 
Ghori orders, Prithvirajs arrow pierces his heart. Prithviraj then asks 
Chandbardai to kill him and bring an end to all his miseries. Chandbardai 
with a heavy heart obeys him. He kills Prithviraj. On his part Prithviraj 
too kills Chandbardai. Thus they kill each other, for none wants to con- 
tinue to live after the other. 

CHARACTERIZATION 

Prithviraj—Prithviraj being a historical figure his bravery and other 
attainments are very well known and need no testimony. The author has 
tried to depict his character as truly as he could. Generally he has neither 
used exaggeration nor introduced any significant innovation. 

History provides evidence for the only cause of Prithviraj's defeat viz. 
his overconfidence of his bravery. In the: present play we have a very touch- 
ing scene which depicts Mohammad Ghori begging for his release. Prithviraj's 
ministers and other courtiers ask him not to do so but Prithviraj in his self- 
complacence orders his release : 

gear: — (ayana) aeia fg reifa CEE E LE: Ta L: | 
gama — anga, qaaa fanfa, manaia 11 

“Prithviraj—( looking at his arm ) He is unarmed. What can he do? 
Let him be set free. | 

Mohammad Ghori—" You are a gentleman, your magnanimity. excells all 
that I have heard of it. You are exceedingly merciful." 

In bravery he is matchless, in love he is steadfast. When Sanyogita requ- 
ests him to take her with him he readily agrees. He too feels the pangs of 
love, perhaps more acutely than even Sanyogita : 

Wadi TITAS At WERT Wanna i 

"Cupid torments you; but he burns me for I am more attached to you.” 
The above line is obviously an echo of Kálidasa's verse in Sakuntala where 
he says : 

«wf agnir emen s: WÍ Tg. | 
wear em TATE A Tar fe sued feaa: 1’? 

Even when he is in prison he is fearless. He castigates Mohammad 

Ghori in characteristically forthright words : : 


l. First act, p 7. 
2. Secondact, p 20 


3. Abhijnana Sakuntalam. Third act, verse 15. 
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aarti SRORTERICRISTT | 
qanita Seat ef zug ! on 
“O wretched man you have killed those persons who were drinking; 
sitting in the Padmüsana pose, and who had no weapons with them and after 
having done so you now boast !" . 
borra Sanyogita isa true Rajput girl. She loves Prithviraj because he 


isa brave man, Even the scoldings and threats of her father cannot make 
her change her decision. 





Virapratapanatakam 


INTRODUCTORY 
| The play Virapratüpanatakam is written by Mathura Prasad Dikshit. Ít 
has seven acts and 195 pages and is published by the author himself in the 
year 1961. 

PLOT 

First act—The play begins with Jagatmall, the Edo of Pratap, aspiring 
for the throne of Mewar; but being the eldest and the most capable of the 
brothers Pratap is persuaded successfully by the elders and the ministers to 
accept the throne. At the time of coronation Pratap takes solemn pledge to 
free his country from the yoke of the Muslims. A harlot who comes to en- 
tertain Jagatmall is so much impressed by the patriotic feelings of his brother 
that she takes to Sannyüsa, becomes a Yogini and pledges to inculcate the 
feelings of patriotism in the minds of her countrymen. 

Second act—Pratapsingh feels shocked ‘when he comes to know that 
Mansingh's father has married his sister to Akbar and that Mansingh has 
become his (Akbar's) feudatory. Next we are introduced toa scene in the 
forest where due to a quarrel over the killing of a wild pig during a hunting 
expedition Shaktisingh crosses sword with Pratap. When Ramaguru comes 
in between the two brothers (who were earlier in no mood to listen to him) 
and falls dead being pierced by the swords of both of them the fight ceases 
and Shaktisingh leaves Pratap and goes over to Akbar's side in order to teach 
Pratap a lesson. 

Third act—Puffed up by the high post hé holds in the Moghul army Mansingh 
comes to meet Pratap but Pratap insults him by avoiding to take meals with 
him. -Mansingh flies into rage and takes a pledge to avenge this insult. 
Fourth act— This introduces us to Pratap taking counsel with some of his 
advisers. He thinks it better to move away from Mewar to a safer place. 
When Akbar's army is in the interior of Mewar to invade it, he orders syste- 
matic destruction of crops, fruit trees etc. and the pollution of the water 
of all the tanks, wells and lakes so that nothing may fall into the hands of the 
enemy. He also announces death penalty for those who move into the 
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vacated places. Then follows the scene of a Bhil girl dissuading her brother 


from killing Pratap by whose order his father had been killed for straying, 
though in all ignorance, to the vacated place for grazing the cattle in company 
with his son-in-law who has been put in confinement. The Bhil girl accom- 
panied by her younger brother goes to Pratap’s palace where she seeks an 
audience with him and tells him of the vicious plans of her elder brother. 
Pratap's heart is touched by this incident. In the meantime the elder brother 
is brought before bim in chains. Deeply impressed by the Bhil girl’s 
solicitude for him he orders his release. He also sets the Bhil girl’s husband 
free and hands over the body of the dead Bhil, (the father of the girl) to 
her. After this the scene shifts to the court of Akbar where the slighted 
Mansingh pledges. before him to vanquish Pratap which pleases Akbar 
immensely. Under Salim’s command a vast army leaves for Mewar. It meets 
with Pratap’s army in the battlefield of Haldighati where after a close neck 
to neck fight Pratap is defeated. While on his way out of the battlefield on 
his pet horse Chetak he is pursued by two Mohammedan soldiers whom 
Shaktisingh, who is now a chastened man having had the experience in the 
battlefield of Pratap’s bravery and patriotic fervour, kills. When he comes 
face to face with Pratap, he first mistakes him to have come to settle old 
scores with him but when he throws away his weapons and tells him that he 
has saved him from the chasing soldiers, he is filled with affection for him. 
He lovingly embraces him. All past misunderstanding disappears with it. 
When Chetak falls dead wearied with fatigue and the wounds of the battle, 
he gives him his own horse and asks him to move away while he himself 
mounts one of the horses of the soldiers he had killed earlier and goes to the 
Moghul Camp. 
Fifth act— After the battle of Haldighati Salim accompanied with Mansingh 
and Shahbaz comes to Akbar who expresses surprise at Pratap's escape and 
supports Mansingh's conjecture that his (Pratap's) life might have been 
saved by Shaktisingh who might have killed Multani and Khurasani, the two 
soldiers who were sent to chase Pratap. Just as they are saying this Shakti- 
singh enters and expresses his desire to retire from Akbar's fort and join 
Pratap. While on his way to Pratap he conquers the fort of Kinsrur the 
key of which he presents on arrival as his Siftto him. Pratap returns the 
keys and asks him to keep the fort with him. | 

Shahbaz had only been biding his time to launch an attack on Pratap. 
The rainy season over, he moves towards Mewar at the head of a very large 
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army. Pratap who had taken refuge in Kamalmir, has to flee to a safer 
place in the interior of the forests when all the lakes and wells etc. of the 
fort had been poisoned by the ruler of Abu who was in collusion with the 
Moghuls. There moving from one forest to the other he has to suffer many 
hardships. And then comes the fateful moment. He is highly unnerved 
at the cries of his daughter whose only piece of bread prepared out of wild 
grass is snatched away by a wild cat. He prepares himself to make up with 
Akbar, drafts a letter of treaty and sends it to him. Prithviraj, his friend in 
Akbar's court, is pained at this. He tells the emperor that he is not sure of 
the genuineness or the otherwise of the letter. He wants to test the veracity 
of it end addresses a letter to Pratap wherein through pun he suggests to him 
| to desist from yielding before Akbar. This once again enkindles the flame of - 


patriotism in the Rajput hero. He makes up his mind not to yield before the 
Moghul. 


Later in the act we are introduced to the sensuous side of Akbar. Even 
against the advice of his minister he puts Prithviraj's wife Kamala in confine- 
ment and begs for love. When however she whips up her knife he feels terri- 
bly frightened and slips out after pledging to look upon every Hindu woman 
as mother. 

Sixth act— This introduces us to Bhama Shah who comes to Pratap with the 
offer of his entire ancestral wealth of 14 crore Mudras with which Pratap 
raises a fifty thousand strong army and inflicts defeat after defeat on Akbar. 
Seventh act—Pratap is shown to achieve further victories Having come to 
know of his superior might Akbar sues for peace. Then comes the Yogini 
(the old harlot who had come to sing and dance before Jagatmall) and sings 
song after song with each one of which some good news for Pratap pours 
in. In this atmosphere of joy and happiness the drama comes to an end. 
CHARACTERIZATION 

The main characters in the play are Pratap and Akbar. ; 

Pratap is a great fighter, the warrior possessed of indomitable courage, 
fortitude and prowess. It was given to him only to stand and face the might . 
of the Moghul emperor. 

Akbar, the emperor, tried his level best to humble Pratap but had 
ultimately to yield before his supreme will. In spite of his vastly superior 
resources he had to eat a humble pie and sue for peace with Pratap. 


CRITICAL APPRECIATION 
A great writer Mathura Prasad Dikshit occupies a prominent place 
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among the Sanskrit playwrights of the twentieth century. He is a prolific 
writer and is known to be the author of about seven plays two of which, the 


Sankaravijayam and the Gandhivijayam are not available at present. 


Among his historical plays he has written three—the Bharatavijayanatakam, 
the Viraprthvirajavijayanatakam and the Virapratapanatakam. He adopts 
the usual dramaturgical devices like the Kathodghata, Patakasthanaka, 
Viskambhaka etc. but makes a departure from the established tradition in 
two of his plays the Bharatavijayanatakam and the Viraprthvirajavijaya- 
natakam in that he avoids Prakrits. In the former he goes a step further. 
He replaces them with Hindi and Newari. 

The earliest of his plays the Bharatavijayanatakam is one of the very 
few of its kind in Sanskrit. Unlike other historical plays it does not deal 
with any particular historical incident or historical personage. It is not 
based on history. Itis history itself, the history of India from the coming of 


the British down to the achievement of independence. It isa rapid survey 


of the Indian political scene for the period of about a century and a half. 
The playwright is imbued with a burning sense of patriotism and has genuine 
dislike for the British whom he charges with a systematic destruction of its 
wealth and rights. | | 

In spite of its being a historical play covering a very wide ground of 
Indian history and studded with historical incidents its stageworthiness remains 
without doubt. However, there area few minor flaws which detract from 
this quality of italittle. Asan example we may mention the eleven provis- 
ions of the treaty between Clive and Amichand which have all been men- 
tioned here one by one. This detail, though useful for the subsequent 
unfolding of the story, does take away a little from the dramatic quality of 
the'play. Again, the summarization towards the end of the play in the 
Seventh act of all the incidents, connected with the evil deeds of the English 
rulers which had all been dealt with earlier is, to say the least, not in good 
taste. The reader is already familiar with what is described in the half 
a dozen verses there. For him therefore these verses can have little 
interest. 

The next of his plays the Prthvirajavijdjyanatakam is comparatively a 
small play, smaller in size than the other plays, though having six acts. It 
is a mediocre attempt showing little of originality and full of mistakes, major 
or minor. It has little of poetic or dramatic element in it. The author 
faithfully follows the history of Prithviraj and describes the same incidents 
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as are only too well known. His love for history is commendable butin a 
drama it should be left to incidents to unfold history; there should be no 
direct intrusion of it. But. here we find exactly the reverse of it-in the 
second act where the two attendants Lalita and Priyamvada just talk history 
which begins with Anangapala, the ancestor of Prithviraj and Jaichand: his 
two daughters were Sundari and Kamala, the former being married to Vijaya- 
chandra and the latter to Someshwara after Vijayachandra's attempt to marry 
Kamala forcibly had been foiled by Anangapala. Vijayachandra's son is Jai- 
chand and Someshwara's Prithviraj. Sanyogita is Jaichand's cousin sister. It 
would have been better if the author had chosen some other clever device to 
convey all this information if he had to do so. There was no dramatic justifi- 
cation for it actually and the least to do so by means of the talk by menials. The 
whole attempt seems to be just an effort to convey something and it is exactly 
this which robs it of dramatic touch. An indirect method should have suited 
here more. ja | 
: Again, towards the end Chandbardai's entry into Ghori's palace, his 
meeting with Prithviraj and their mutual killing in the very "presence of the 
courtiers seems to be too melodramatic to be convincing. It appears comic 
and lifts off the veil of heaviness which should be the hall-mark of a tragedy 
as the present work professes to be. | 
The Virapratapanatakam very faithfully represents all the known 
historical facts. There are few innovations here. The court beauty who 
had been called for dancing before Jagatmall and who later on was a terrified 
witness to the solemn pledge taken by Pratap to free the motherland from 
the yoke of the foreigners at the time of.accepting throne atthe express 
request of his ministers and others takes to Sannyàsa. She becomes a Yogini 
moving about singing patriotic songs and arousing her countrymen to take 
toarms to defend the honour of the motherland. She thrice makes an 
appearance in the play. First, in the second act when Mansingh waits for 
Pratap to join him in meals, second, in the sixth act when Pratap is moving 
towards a safe place and finally in the seventh and the last act where her 
presence is utilized by the playwright to make certain announcements with 
regard to the victories achieved by Pratap. Itis a clever dramatic device to 
bring culmination to the story. Every time the Yogini sings a song and says 
something that thing is actually shown to be happening. Actually she only sings 
the praises of Pratap. She is not there to convey any news but her words on 
account of Yoga have come to acquire such a power that they do not take 
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long to come out to be true. 


The playwright begins his story withthe pleasure bouts of Jagatmall, 
Pratap’s half-brother, who had been nominated by the deceased father Udaya- 
singh to succeed him. The elders of the state want Pratap to accept the 
throne who first declines it on the plea that it will be against the last wish of 
his father but afterwards agrees in deference to their (elders’) wishes who 
think that the honour of Mewar will be safe in his hands. In none of the 
plays bearing on Pratap like the Pratüpavijayam or the Mivarapratapam 
the story has its start with Jagatmall and his supersession by Pratap. Again, 
in the fourth act, the introduction of the three Pigdcas eager to help them- 
Selves with the flesh of the dead bodies fallen inthe battle of Haldighati is 
too stereotyped and conformist to interest the reader. 


The scene of Akbar's efforts to lay his hands on Prithviraj's wife during 
the Nauroj festival has its parallel in the Mivarapratapam too but then 
there are significant points of difference between the two. In this play the 
emperor resorts to it more asa retaliatory measure and punishment for 
Prithviraj, his court poet, whose sympathies with Pratap are a running eye- 
sore to him. Further he puts Chandika,—in the other play (MivarpratüpamJ 
her name is given as Kamala—in confinement, much against the advice of his 
minister Viravar,in his palace and himself makes an appearance before her 
and begs for love, while Chandika's whipping up of her knife and her fierce 
form scare him out of his wits forcing him to take a pledge not to molest a 
Hindu woman hereafter and look upon her only as mother and with this ena- 
bling Chandika to save her honour. In the other play he does not appear be- 
fore her; it is the lady keeper of the garden to which she strays having been 
carried away by its beauty who tries to put her in confinement in the hope 
of getting a good reward from the emperor while she makes good her escape 
in a palanquin as the lady keeper goes in to pick up her flute by the sound 


of which she hopes to send out a signal to her other friends to catch hold of 
her (Kamala, Chandika). 


The plays being historical it was quite natural to come across in them 
scenes and descriptions of battles and wars where we have the full play of 
the heroic. One such we have in the Bhiratavijayanatakam : 

She LEs b: ete ETESTHE THTRETHTUTETHT 
faagata aN sata ERT; | 
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aAa sepa CRr ng- 
aaga HAT WII TACT: TAT 112 

“The canons sent forth hundreds of fire-emitting bullets on my sons 
giving out terrific noise like the vastness of clouds tossing about at the end 
of the aeon, roaring terribly like the ocean spilling over its banks and spread- 
ing a blue sheet of cloth in the from of darkness between the sky and the 
earth." 

The fourth act of the Virapratapanatakam gives us a fine description of 
the close neck to neck fight between the armies of Pratap and Akbar. Verse 
after verse rolls on giving an account, vivid and graphic, of the destruction 
wrought by the brave soldiers of the two armies. The author successfully 
utilizes this for a full play of his poetical bout. The description of Pratap, 
fiery and wrathful, is quite picturesque : 

eet Get wur fay qut rais fata 
gaai waar frafa aa wer uw faataaraa | 
da qd wrurisfaegewremuemp sumit 
Weg Ws BIH wg Wen STD 11° 

"Is he the god of death come in person carrying a sword in hand and 
looking fora horde of warriors oris he death personified, devouring your 
soldiers ? Pratap, about whom the people carried on such conjectures tore 
off your army and made a thrust into the highly thick formation. In his 
onward march he, like a farmer, in a moment made a harvest of the hordes 
of your soldiers.” 

The two armies get locked up in a tezrible fight : swords clanking with 
swords, spears clanking with spears : 

STAs TATA SAA: qug | 
HUH AMIR sey wise N? 

The author’s expression not unoften catches the spirit of the scene. 
When Mansingh suffers insult at the hands of Pratap he flies into rage and 
thunders : 


fasdfrazar Rrasa sfr. agueleariadeqaarat 
Wat AANA THAR TAATATAAT: | 
1. Bhiüratavijayanütakam, Fourth act, p. 108. 


2. Virapratüpanütakam, Fourth act, p. 116. 
3 Ibid., Fourth act, p. 116 
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wer veqea este aaAT TY POSTSTTETETRT 
wars safaat anaal geb raw at faune 11? 

"Let there be feigned headache. Mana, bringing honour and being 
praised by the lord of the earth now leaves. The edge of his sword is spoken. 
highly of by the hordes of enemies in the battles. I,the remover of the 
swords of the kings ofthe whole world imprisoned by my waving strong 
arms, will ruin Mewar and turn your whole family Muslim." 

Itis the same aptness of expression which we find in Pratap's pledge 
at the time of his coronation : 

Waa SUNG afaasia afrasa 

aia aisesia fasia aaa TOIT: IÅ fEAT: 1 
qarag: Rafsats «sre freni 
Taare qd Wr Ag Reg an 1? 

"As long as blood does not dry up in my veins, or there is flesh on my 
bones or life in my body, I will not in anyway accept subservience to the 
lord of the impure (Mlecchas) and will try my level best to bring freedom to 
the whole earth." 

The author is both a poet and a playwright. Itis the poet in him who 
gives the following beautiful description of the scorching midday sun : 

Td GREVES IES ERLIE] TACT AAT 

gfe ayaa fanaa epar Wurm | 
aie asaras Wag 
afg wwemq qurifuqaq qud gsm 113 

"The sun is blazing forth generating heat, blurring memory, exciting 
thirst, rolling eyes, creating mental uneasiness, bringing forth perspiration, 
parching the earth, drying up the waters and driving away the travellers." 

In prose too the poet in the writer asserts himself. He then gives up 
his usual easy style and sports a highflown one as may be seen from the 
following examples : à 

(m) as — srwveqxaéveuveTuraneraer RETA SHAM As aye 
fara AaHAIATeeataaayeaer sata 14 


1. Ibid., Third act., pp 85-86. 

2. Ibid., First act, p. 30. 

3. Ibid., Second act, p. 39 

4  Bhüratavijayanntakam, Second act, p. 40. 
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(@) wt a waernamrqifsqeferopng wavsleaaegqayaaashrargaatat 
TAGS CPI reroraasnriatesaraqurdt MATA: Bisa: 
Wear arafa Arad 1 
(T) m:1 zs: TATT: | aafaa afi E ee 
egasan: aga ed edu aT: ayes: Aled GU 
It is the same poet in the writer who asserts himself quite forcefully in 
the latest of his plays, the Virapratapanatakam. The author picks up a 
famous episode from Pratap's history, Prithviraj's letter to him conveying 
double meanings, for exhibiting his skill in playing on the words. Haridasa 
Siddhantavagisa too gives us a verse in this context which yields meanings, 
apparently lauding Pratap's efforts for suing for peace treaty but inwardly 
dissuading him from it and taking him to task for the weakness to which he 
seems to have succumbed, But Haridasa SiddhantavagiSa's attempt seems 
to be rather mediocre as compared with that of Mathura Prasad Dikshit. 
Whereas Haridisa gives us the following one verse : | 
wal fz ddl sandt eed 
afeat aq ara Tai | 
wedfg arateafaary wary 
amaeana Ya d 


Mathura Prasad Dikshit gives us the following four, each one of which 
makes a delightful reading; the second meaning in them having been woven 
skilfully requiring some careful thought and circumspection to divine it: 


* (s) mmaya aaas fact 
q aqa 3 agaia efe 
aat fasaa aa g fn aT 
aaia «T armatae t 


Apparent meaning : 

"Even though I speak with pun my mind refuses to come to any 
definite decision. Please let me know as to whether this communication is 
reallly yours or of one who is ill disposed towards the peace treaty." 


Virapratüpanütakam, Second act, p. 57. 
Ibid., Second act, p. 66. 
Mivürapratüpam, Sixth act, p. 92. 
Virapratüpanütakam, Fifth act, p. 145. 


Spr 
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Hidden meaning : 

"Even while I embrace you and write these words I have no peace in 
my mind. Is this letter yours who are ill disposed towards making peace ? 
Please frame your reply in the negative.” 


(ur) araraqafaaargayfa: pect Aah HATTA: | 
WASH WIEBXS Acar geatat aiated uiua em t 
Apparent meaning : 

“In peace you will have an unusual feeling of heavenly beings. Lovely 
fame as also the fragrance of fortune will also come to be attached to your 
person. People will look at you with wonder taking you to be the morning 
sun.” 

Hidden meaning : 

"In peace you will have the experience of apurvatridasa, an unfortunate 
state (lit. that das$a where the first syllable tri is missing), in your form of 
fame the stench of infamy will appear (lit. the word Kamalanugandha will 
have its ka dropped, i. e. it will become maldnugandha), people will see you 
with surprise thinking you to be a mere burden on the earth (lit. bhadskara 
with the middle syllable dropped, i. e. bhara), 


(q) fe fibre Par tarerfarfer aisraresntfiag 
wet mafa ashe Fafrarecars sfasa: 0 
gam: Fry Wie ww ww fafaga vau: 
Caled AT ATAISAT AAA edo SHUT: D? 


"Is 1t that even your mind runs to see the Nauroj festival with its varie- 
gated things dotted by many-sided personalities, of you who occupy a posit- 
ion he had been aspiring for (other meaning : on account of not getting the 
position aspired for; cintitapadasthdne apratisthasthiteh). We ask you: should 
wé nourish some pride in our heart for your deeds or should we in the court 
sit with heads bent with shame.” 


(a) Aaaa gigaa ifreann- 


saeara agga TT | 
gatna fafererqusrt: equarat catia 
fgat fe fawgrei faeargaaaeet ANATA (3 


l. Ibid., Fifth act, p. 146. 
2. Ibid., Fifth act, p. 146-7. 
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“Why should you oblivious of the heavenly bliss bring ruin to -you 
by fighting (other meaning; for physical pleasures), give the go by to 
your fame being sung by all the wise people inthe upper, middle and 
the lower regions, the fame surpassing (by its whiteness) the Himalayas, the 
milk ocean, the stars, the lotus, the lovely moonlight, Airavata, the conch, the 
Arjuna tree, the flowers, lime or ambrosia, and the Ganges." 

Here and there the author uses onomatopoeic or descriptive words too 
a few examples of which are: dhagadhaga,' catiti? dhanhbüra? cataka,' tad 
tad. 

At places we find some unfamiliar though not rare words too, as for 
example, baubgeyaka meaning ‘sword’, goranda’ meaning ‘Englishman, 
āsiddha meaning ‘imprisoned’, nicula? meaning ‘cane’, abhikanksad™ 
meaning ‘desirous of. 


There also occur in the plays a few words which cannot bear careful 
scrutiny. The form dsvdsita!™ should be dfvasta, the augment being clearly 
impossible here. In kalatraputrasahitah!® putra should have preceded kalatra 
according to Pan. alpáctaram (2 . 2 . 84). 


In at arafat!’ the augment is not dropped even though md precedes 
it. The expression (3¢atetw:) waa naang ent geret is simply absurd. It 
should either be Ft geremafa oc (JARRE) FAT goria | Equally absurd 
are the expressions : 


sts ES which should be Wl AT and WAT g Waararanta: «asia 


Bhürtavijayanütakam, Fifth act, p. 108. 
Ibid. 

Ibid. 

Ibid., Fourth act, pp. 115-116. 

Ibid., Sixth act, p. 155. 

Ibid., Fifth act, p. 124 
Bhüratavijayanatakam, Fifth act, p. 129. 
Ibid., Sixth act, p. 151 

Ibid., Sixth act, p. 165 

Ibid , Scventh act, p. 170 

Ibid., First act, p. 17. 

Ibid., Second act, p. 62. 

13. Viraprthvirajavijayanatakam, Second act, p. 19. 
11, Ibid., Third act, p. 23. 

15. Ibid. Third act, p. 26. 
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TET. TAT: S:T which should be "JT g qaaa nea adfy Sue: mw: | 

The expression Ya Wet paraqa AA: too is crude. It should be 
saraaa ToT | | : 
| In fetat za: ger which is neuter is used in the masculine while in 
Aarset Wurf, east which is masculine, is used in the neuter. 

Side by side with these irregularities the works contain some difficult 
Constructions too, which shows the author's deep and intimate knowledge of 
Sanskrit grammar. We find in his works ‘such kydanta forms as have 
reduplication enjoined by Pan. ic karmavyatihiare (5.4.127), as for example. 
khadgakhadgi,’ kuntakunti,® daudadandi’ and namul, as for example, 
TA afafa, s rormIÉIqq, fefvesarexl? | | 

The author seems to have a liking for the secondary verbal construc- 
tions a few examples of which are : | 


satura"! afgaf, feevefiqfi,13 faqvefacqry 114 
Generally the works have a classical touch about them but occasionally 
the vernacular influence too peeps out, as for example, Ag TaN We vmlef4- 
cafat (cp. Hindi fi ag are Xa ate gmr) 5 
—. I will disclose the entire secret’; MAYSA agar a ara Wes: faq 
(cp. Hindi *ft* watz (fast) X fren fear) TATA AA,” where ATA is un- 
necessary, RTT itself being formed from V TT with the desiderative suffix 


Ibid., Fifth act, p. 40. 

Ibid , Fifth act, p. 41 
Virapratüpaniütakam, Fifth act, p. 135. 
Ibid., Fifth act, p. 135. 
Bhüratavijayanütakam, Third act, p. 82. 
Ibid. 

Ibid , Seventh act, P. 170. 

Ibid., First act, p. 23. 

Ibid., Second act. p. 38. 

Ibid., Sixth act, p. 169. 

Il. Ibid., Fourth act, P. 9l. 

I2. Ibid., Fifth act, P. 118. 

I3. Ibid., Sixth act, P. 151. 

I4. Ibid., Sixth act, p. 154. 

I5. Ibid., Second act, p. 25. 

Ie. Ibid., Fourth act, p. 103. 

I7. Ibid. Fourth act, p. 105. 
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san in the sense of ‘with the desire of obtaining much wealth:’ gT da-da- 
UU S3 (the metaphor of STU is typically Hindi) 'O you the support of 
the old, the miserable and the poor,’ arary Pur (cp. Hindi «iv raat gr) 
‘grinding the teeth’, £fireTT draet? (where &facta gives the sense of ‘on acc- 
ount of being in two minds’ exactly the same as the Hindi : frat A, EDT 
at Aaaf, affi set waren faea,’ wfufad? var waat Wadl mur, qfi- 
TH arecavaeaenar 1? 

` Even the idiom gasaat gat warn: qfaq:? repeated again in the form of 
aarti H gat ga ga Tarafsart faafaa? is typically modern. 

In Hindi we frequently use the expression 44 "XI Flag WX T MA AT TIT 
TE T | 

Similarly modern-looking are the expressions : 

aana em FTAA AAO carm: emu! Safegard 
qarag WAITS wa: 11? 

Another tendency connected very much with the above is the 
Sanskritization of some foreign words and their use in the plays. As 
examples we may mention 4TeT44!* which is the Sanskritized form of the 
Urdu Adab Arz"!! or amt’ for Urdu Bandagi.!9 

The author is a highly learned man and has deeply mastered the ancient 


lore. It was but natural therefore that while plying his pen he should be 
unconsciously influenced by earlier works. Some of the verses or lines in his 


Ibid., Fifth act, p. 135. 

Ibid., Seventh act, p. 176. 
Viraprthvirajavijayanntakam, First act, p. 9. 
Ibid., First act, p. 11. 

Ibid., Second act, p. 19. 

Ibid., Third act, p. 25, 

Ibid., Sixth act, p. 48. 

. Ibid., Fifth act, p. 41. 

9. Ibid., Fifth act, p. 42 

10. Virapratüpanütakam. First act, p. 17. 

]l. Ibid., Fourth act. p 126. 

I9. Ibid., Fifth act, p. 137, 

13. Viraprthvirüjavijayanütakam, First act, p. 7. 
14. Originally Arabic. 

15. Virapratüpanütakam, Second act, p. 67, Fifth act, p. 13l. 
16. Originally Persian. 
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work can easily be traced to earlier texts. A few examples will make the 
point clear. The following passage : 
Wd cat wd abafaey yd ww! of the Bharatavijayanütakam easily 
reminds us of the Gita, Ag tat Hagan mafaa ar Spa: | 
Similarly agaang Te faxtaaaeuT TI AEa:? ofthe Bharata- 


vijayanatakam is only the same idea expressed in different words as is found 
in the Sakuntala verse : - 


qhena we THAT o TEC TA: 1 (IL) 
The author not unoften embellishes his works with alliteration a few 
delightful examples of which are reproduced below : 
(s) wafearearetaa: 1° 
(@) gureaferr: arafta fraa: 14 
(T) ara: gasgan: 15 | 
(3) Cary antinnati 
(s) afrennen 
(x) vafargeixeni enar erar gderar: 
aafaa a: STHTC qw qi ed 
aanta maafa fir: i8 
(5) fafafa Afaan: i? 
While talking of alliteration it will be quite pertinent to take note of 


the fondness of the author to couple the word "ht with a similar-sounding 


word. He resorts to it only too frequent] 
y as may be seen 
examples : y from the following 


(a) maiaa art Narea: 11° 
(sr) aam: afafa: i1 


Lame! 
& 


Bhiratavijayanitakam, First act, p 5. 
Ibid., Second act, p. 26. 

Ibid., Second act, p. 43. 

Ibid., Third act, p, 78. 

Ibid., Fourth act, p. 93. 

Ibid., Fifth act, p. 127. 
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7. Ibid., Fifth act, p. [29 
x S. Virapratüpanütakam, First act, p. 25. 
E: 9. Ibid., Fifth act, p. 156. 
mid. | 10. Ibid., Second act, p 65. 
E . Jl. Ibid. 
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(1) "rit faeteag à emm gore ri fagra ufa ta qaralsa oU 
^. (s) "rbd amaa arastrarga: C | gst 


(s) writ Resha ante erga aitaa 
ard Reat fafafa ad etre surf t 
aà wATTATEae aaga qued 
dar ashe sma aafaa gaaaf ue 

(a) aam at maamaa: 14 


The works have a couple of maxims or aphorisms too which propound 
some fundamental truth and can easily pass into proverbs. They are : 


(a) maadam ia at agada 1° 
(a) moaist gaa: mada: 1° 
(v) waist afa fainga 1’ 


(s) sga frater gaent far: 18 
(cp. Hindi a avait R fax fear qt St farm ?) 


(s) aaant gerent feixr 1° 


(x) aaah: aafaa: seit agaa 11° 
(cp. Hindi 4 let s AA Bl dtd Art e at vas du fraser ard d) 


(s) asisti ganfarsofe i! 


Here and there we meet with excellent gnomic poetry too. The 
following two verses put forth very clearly and succinctly the duties of a king 
and in language and style approximate to similar verses in older work on 
Polity : 


Ibid., Second act, p 76. 
Ibid, Third act, p 81. 
Ibid., Third act, p. 87 
Ibid., Fifth act, p. 149. 
Ibid , Third act, p. 83. 
Ibid , Fourth act, p 88. 
Ibid,Sixth act, p 153. 
Ibid , Third act, p 88. 
Ibid , Fourth act, p. 100. 
Ibid 

Ibid , Fourth act, p 109 
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MAHAL T TAT INAT PET: | 

TARR T AAT A MANT EST! 

saani A AMAT Wet ALT | 

mee ATA CAST TAT Wed: d 
The wise (king) should net allow dharma to come in the way of artha 
and kama, nor should he allow artha to come inthe way of dharma and kama 
(similarly) should he not allow kāma to come in the way of the other two. 
(dharma and artha). The duty of a king is to protect the subjects from the 
natural and other calamities, troubles and fears". 

We would like to conclude our discussion on the plays of Mathura 
Prasad Dikshit with a note on the songs. There is quite a good number of 
them which lie interspersed in the Bharatavijayanatakam and Virapratapa- 
natakam. They have raciness and produce jingle when sung. By way of 
specimen we reproduce one each from the two : 

(a) wet—art ar sett rog 
_ aaan RETIRER ey í 
WIAA EEEE GHI JS ULUG GESE I 
faga mmasai SES UE E 112 
(€) gx gx wm m 34 | 
SRI SIT SET AAAI Spp Wurf qq 1 
TA SET THAT ST WD |i 
sr frafcaraatagey sr gfegesftrew | 
WW aqaa fani SDD WT farang i 
TA JAAA a7 PATAG | 
MA AA AAA SDT UIPA |] 
SAT ATTA A AITEAN | 
Sa St Geman fer cr enfeafeya || 
Sa Ad aaa spp a freezer 12 


fom 
. 


Baiiratavijayanütakam, First act, p 22 
Ibid., Fifth act, pp 128.9. 


Virapratüpanntakam, Seventh act, pp 188.9 
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Samyogitasvayamvaram 


INTRODUCTORY 


The play Samyogitasvayamvaram is written by Mulshanker Meneklal 
Yajnik. It has seven acts, one hundred pages and is published by the author 
himself in 1928. It is based on the story of Prithviraj as depicted in Shripad 
Shastri's series entitled the "Bharataviraratnamalà". 


PLOT 


First act—The play proper begins with Jaichand being shown sitting with 
his friends and preparing for the Rüjesuya sacrifice. He invites all the kings 
to it but not Prithviraj. Moreover he issues an order that Prithviraj should 
act as the door attendant in his sacrifice. Another king Samarsingh also 
refuses to attend the sacrifice. Jaichand, enraged at his refusal, proclaims 
war against them. Meanwhile he receives a letter from Prithviraj in which 
he censures him for his misdeeds. Jaichand is furious and incites Balakrai for 
war against Prithviraj and Samarsingh. Balakrai prepares for war with the 
help of ten thousand soldiers. 

Jaichand has also arranged for his daughter Sanyogita's svayamvara but 
he is worried about her because she is not feeling happy since she has heard 
the news of her marriage. Jaichand orders her friends that they should 
arrange for spring festival and try to know the cause of Sanyogita’s unhappi- 
ness. 

Second act—Spring festival is in full swing. Sanyogita also takes part in 
it but is not happy. When the girls worship Kamadeva she feels sadder and 
falls unconscious. When she regains, her friend Chaturika enquires from her 
the cause of her worry. Sanyogita tells her that she loves Prithviraj and is 
determined to marry him. She knows that her father and Prithviraj are 
sworn enemies but she cannot help it. The mother of Sanyogita hears her 
words from behind the trees and is very much worried. She tells her that it 
does not befit her to choose the enemy of her father as her husband. But "- 
nothing can change the firm decision of Sanyogita. Her mother is upset and CPI 
is angry with her. She informs Jaichand about Sanyogita's resolve. Jaichand 
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is furious at this, He orders that she should be kept in a palace near 
Bhagirathi under confinement for the rest of her life. : 
Third act—Two royal attendants, Mansingh and Samarsingh are engaged 
in conversation from which it is learnt that Balakrai and his warriors have 
been captured by Kanha. Jaichand has postponed the RàjasUya sacrifice 
due to'the death of his brother. He may however celebrate the Svayamvara 
of Sanyogita. 

Prithvirajis worried on account of Sanyogita. He is informed that 

Jaichand has postponed the Ràjasuya Yajiia but asfar as the question of the 
marriage of his daughter is concerned she would not even think of another 
person except Prithviraj. He is also informed that Sanyogita is confined 
in a palace at the bank of the Bhagirathi. Prithviraj.is happy that Sanyogita 
is in love with him but is shocked to know that she is enduring so much 
hardship due to him. On the other hand he is informed that Mohammad 
Ghori has attacked again. Prithviraj is in a dilemma as to what to do. 
Should he free his beloved from confinement or should he face the enemy. On 
the other hand Sanyogita herself sends a love letter to Prithviraj through 
Madanika (her friend). Finally Prithviraj decides that he should free 
Sanyogita first and marry her. 
Fourth act —Poet Chandbardai comes to Jaichand with Prithviraj and other 
nobles disguised ‘as his attendants. He has come to find out the exact 
Strength of the army of Jaichand. Both Chandbardai and Jaichand are 
shown discussini some problems. Chandbardai is more inclined towards 
Prithviraj. This pains Jaichand. Jaichand is informed that Prithviraj has 
come in his kingdom but he cannot find any clue to his whereabouts. He 
entrusts Karnataki, the famous dancer and supervisor of Sanyogita, with 
the duty of locating Prithviraj. Karnataki comes to the royal court but as 
She loves Prithviraj she does not disclose his (Prithviraj's) identity to 
Jaichand. On the other hand she gives some useful hints to Prithviraj. 

Jaichand respects Chandbardai and gives him a separate palace for 
his stay. Karnataki comes to pay her respects to Chandbardai with her 
friends. There she meets Prithviraj and tells him all about the procedure 
that he should follow for meeting Sanyogita. At first Prithviraj had planned 
to fight openly against Jaichand but when Karnataki tells him the whole plot 
hedecides to meet her secretly. Kanha and Lagudirai are prepared to 


face the enemy at the time of the emergency. Prithviraj goes with Vir- 


singh to meet Sanyogita in the midnight. 
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Fifth act—Sanyogita is suffering the pangs of separation. She is so dis- 
appointed that even the: assurance of Karnataki that Prithviraj is coming 
to see her cannot make her happy. Prithviraj secretly enters the palace 
of Sanyogita and they are married there and then. Both are very happy 
after their marriage. . 

Sixth act—Prithviraj goes out to arrange for the safe escort for Sanyogita. 
He orders his spies to be on guard when he would take Sanyogita to Delhi. 
Sanyogita canıfot bear his separation even for a moment. Karnataki ex- 
plains to her tke whole situation. Prithviraj again comes to the palace to 
take Sanyogita with him. Karnataki bids farewell to her with heavy heart 
and discloses to her that actually she herself is the princess of Karnataka. 
It was only due to her love for Prithviraj that she adopted the profession 
of dancing. Now she wants to remain with Prithviraj for the rest of her 
life. Sanyogita is astonished to hear her story. Prithviraj happily agrees 
and says that from now on she would bethe incharge of his harem. He 
invites all the friends of Sanyogita to Delhi at their marriage ceremony. 
After this Prithviraj takes Senycgita with him. 

Seventh act—Purohita Ramguru is worried when he is informed that Jaichand 
has attacked Delhi from all sides. 

Fie wants to discuss this subject with Ckardkzerdai but the poet 

happily discloses to him that Jaichand has told him (Chandbardai) that he 
would himself give his daughter in marriage to Prithviraj. Now there is no 
cause for worry. Prithviraj is very happy to hear this. He conveys this 
happy news to Sanyogita. Ske is also very happy to learn this because she 
has regained the love and affecticn of her father. Kernatakiis made the 
supervisor of the harem of Prithviraj. Jaichand and Prithviraj meet each 
other happily. They forget everything of the past. King Prithviraj and 
queen Sanyogita go together in the royal court. There they are informed 
that an old Mahatma has come to bless them. They invite him most res- 
pectfully. The old Mahatma is very much pleased and gives his blessings to 
them. Here, after Bharatavakya, the drama comes to an end. 
Historical facts and dramaturgy — Semycgitasvayamvaram is historical 
drama but here the main sentiment is erotic. Prithviraja is a brave hero no 
doubt but the author of the present play is interested only in his love affair. 
He is indifferent towards his hercism in battles. 

Some popular historical beliefs and stories tellus that at the time of 
Svayamvara Jaichand placed an ircn model cf Prithviraj near the door to 
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make him just an attendant and Sanyogita had, with utmost courage and 
extra-ordinary love, placed the Varamala in his. neck. At the same time 
Prithviraj who was hiding himself nearby came out and kidnapped 
Sanyogita. But the author of the present drama has moulded the story in 
another way. Here Sanyogita is „confined in a separate palace. She sends 
Prithviraj a love letter. As a result Prithviraj kidnaps her and takes her to 
Delhi where he marries her. 

The historical facts reveal that Jaichand and Prithviraj: remained 
enemies throughout their life but in the present drama Jaichand himself 
comes to Delhi and attends the marriage of Prithviraj and Sanyogita. They 
both part as friends. | 

The idea behind the change introduced in the two major incidents 
connected with the life of Prithviraj is to make the play more interesting, 
charming and lively. Love being the predominant sentiment in the play the 
playwright was naturally not interested in war, Consequently he depicted 
the two above-mentioned incidents as taking place in comparatively calm 
atmosphere though historically speaking these ultimately lead to war. The 
writer was actuated by the desire to make his play a comedy. It is this 
which led him to present Prithviraj and Jaichand making up with each other 
forgetting past animosities. In the present play one gets what one wants. 
Prithviraj gets Sanyogita. Sanyogita gets Prithviraj as well as the love 
and affection of her father. Karnataki, the friend of Sanyogita also succeeds 
in having her aim fulfilled. All this has doubtless contributed to the play 
being a comedy. URSI 
CHARACTERIZATION 

Prithviraj —He.is a Dhirodatta hero. He is born in a royal family and 
is very brave. His physical beauty is unmatched. That is why Jaichand says : 

RIG CIS CSIC GE LFE 
daadaa AAS: | 

Ud calaaricarcadr watsfr 
LEE COE Ee E Er grà T 


"Even with his strong and muscular arms extending upto his knees, 


and even with his fiery eyes full of lustre, he looks charming. Even though 


heisinthe guise of a servant of his friend, he has not lost his natural 
grandeur.” 


I. Fourth act, p. 55. 
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He gets two different kinds of informations at the same time. On the 
one hand his beloved Sanyogita is waiting for him impatiently and on the 
other Mohammad ‘Ghori has attacked his country, He cannot make up his 
mind as to what to do, He expresses his dilemma in the following words: 

Undt ata: RT 
atsaq saat fafaa: | 
ser AZ SHUT 
ANA faga tt 

“On one side I have to take care of that beautiful damsel, and on the 
other side I have to repulse that Mohammedan. I am thus placed in the 
same circumstances as Laksmana, when called out pathetically by the 
golden deer.” | | Y. 

Prithviraj confesses his guilt before Sanyogita, He knows that it is 
because of him only that Sanyogita suffered so much. But if a man confesses 
his guilt half of his fault is gone. Prithviraj also expresses the same idea 
when he says : 

saantara fd- 
quier qefaar War way | 
ACSANACH IAT STHed 
fadi A ANÈ menm 11" 

“Thus through carelessness, I have really neglected you, whose limbs 
are very warm, as I find. Kindly excuse me for my hardheartedness by 
casting a loving glance at me." 

Prithviraj is a king anda king has multifarious duties to attend to. 
But when he is a lover, he forgets everything else and like a true lover asks 
his beloved to shower on him her precious love : 


wehsrfafsrared [83 At 
gs xf sitat ean TRITT d 
feAHCHCA TATA Tey 
i quafw ayfa equ wereary d? 
“I, who was completely overpowered by the arrows of Cupid, have 
‘been revived by your two eyes. The moon-faced lady, you shall cool by the 5 
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l. Third act, p. 39. 
2. Fifth act, p. 73. 
3. Fifth act, p. 77. 
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touch of your hands my mind, heated by the rays of the moon.” 

It may be questioned that when Icchini Kumari was already holding 
the Position of a queen what was the use of Prithvirajs kidnapping and 
marrying Sanyogita. But history tells us that Sanyogita's love letter was 
not only a challenge to his love but also a challenge to his bravery. He 
could refuse the challenge of love. but not the challenge of bravery. To 
marry Sanyogita was a clear defeat for Jaichand. Prithviraj wanted this and 
he was successful in his purpose. He loves Icchini Kumari so much that he 
Cat all the administrative duties to her when he leaves to bring 

anyogita with him. He is a brave king but at the same time his heart is full 
of love and affection. Seen from this angle his character touches super- 
human heights. 

Sanyogita—She isa living example of a devoted Indian wife. Once she 
chooses Prithviraj as her husband neither the soft words of her mother nor 
the angry remonstrations of her father are able to make her: change her 
decision. She IS prepared to live under confinement for the rest of her 
life. She is ready to suffer all the privations -and miseries but would not 
give up love for Prithviraj. When her mother tells her that she constitutes 


a slur on the fair name of her father she replies with a characteristic 
candidness : | : 


Maeda HAH A- 
ae Taraa Teqeg fag qp | 
Tra L earner arena — 
Ae: aa g gaat fafrareetiay 1 
IM Cos p x E pus X Y mind which is earnestly 
Neither Visnu nor Cupid of Ee Ps some incidents of past lives, 
engaged.” Eo EIE AE GAN captivate my mind so 


By referring to traditio | : Sn 
nal values Sanyogita i : 
mother : £ Joins issue with her 


tggi ay. fraga: za: qur end: 1 
Wa T Tawar faang: et a supr 1/2 
It is the sacred duty of a wife to follow her husband. But if the mind 


. l. Second act, p. 30, 
2 Second act. p. 31. 
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just does not exist how can the marriage be said to be right ?” 
The physical beauty of Sanyogita too finds an eloquent expression at 
the hands of the writer : 


faafaa garara- 


g gaga fermer: i 
Fera Perenreareararsdt faferearq 
wate erferretterr oft oferta 12 


“With her eyes like full-bloomed lotus flowers, with the grace of her 
face like a lotus flower just opened, with the beauty of her breasts like buds 
(of lotuses), warding off the bees thirsty of her fragrance, she shines like a 
lotus plant with charming movements.” 

But when Sanyogita is suffering the pangs of separation her condition 
is pitiable. We find description of it in the following verse : 

famae asperum 
qfesrraferferet afat fafta à 
AAATSATTAT FTAA Wal À 
afafa STRE GDOSPTHTSTIRTSTGT 1? 


"Now indeed she angrily rejects the jokes of her dear friends and 
blames her polite maids without any cause. My friend, burnt by the heat of 
Cupid, with faded limbs, continues her life in anticipation of your 
meeting.” | 

Moreover, the love letter written by Sanyogita itself bears a testimony 
to her true love : 


frg vr aafaa agaa marae | 
a TATA TAA: TET ATA ART 11 
“O, lord of my life, save this poor maiden who depends upon you, 
from the ravenous arrows of unmerciful Cupid. You are known as the sole 
protector of the distressed.” 
She is likea modern Rukmini who herself sends a love eez to her 
lover for her rescue. 
Sanyogita is so much worried that even the assurances of Karnataki 
cannot console her. She repeatedly asks Karnataki whether her lover would 


l. Third act., p 36. 
2. Thigd act, p. 4]. 
3. Third act, p. 42. 
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turn up or not and says to herself : 
aatfira—(earay) warrant a refi feni A garq 1 

"Sanyogita—Why is it that my heart, full of the agony of separation, 
cannot be pacified 2" 

Sanyogita, when going to Delhi with Prithviraj, isin a great fix. She is 
happy because ske is with ker lover but is sorry because she has to leave her 
parental home and friends of childhood. She takes leave from them saying : 

wat à aaga aterafafeat: 

emà 3p gaafe aq efsarent freed t 1 
AA 3 agaang maaana 

arai affe fare aisg wr 17 

"Oh, my-beautiful trees embraced by a number of creepers, my friends 
in my exile, oh my dear parrot and sarika completely absorbed in the talk of 
my lover, oh my lute, giving me extreme delight by the reverberation of 
sweet tuner, let all of you give me permission to go to the palace of my 
lover." | 

Sanyogita is a brave and firm-minded girl. She knows how to achieve 

ker purpose, so much so that even Jaichand.has to yield before her. But in 
spite of this we cannot kelp pointing out that the outspoken Sanyogita of 
history wko openly selects her husband by placing the ‘Varamala’ in the 
assembly and who defies ker father is transformed in the present plày into a 
modest girl who does not openly disregatd her father. On the other hand 
she is prepared to suffer Lumiliation all her life. There is firmmindedness 
here Gn the present play) too but no open defiance. 

The description of love—The main sentiment of the present play is erotic. 
The writer has minutely observed and described even the slightest variations 
of the feeling of love. While gcing thrcugh tke play one cannot but be 
struck by the author's capacity in handling the erotic sentiment, 

Jaichand, the father of Safiyogita, is celebrating her Svayamvara. She 
on the other hand has lost her heart to Prithviraj and has already chosen him 
her husband. So for herthere is no charm left in a Svayamvara. When 
Chaturika asks her as to why she loves the enemy of her father she politely 
answers : 


I. Fifth act, p 68. 
2. Sixth act, P. 86. 
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- afra efr mains erecrgrfasferqer genna gafa ı 


qq— 
awe garir sra saat 
yafaa atera ug | 
tqv saaksara gt- 
yaa AAAs VATA 112 
“Sometimes the hearing of merits alone, in some mutual glances, and in 
other cases a meeting in a dream is enough for the predominance of Cupid.” 


Prithviraj is going to have the first meeting with his beloved. He isin 
a fix. He says to himself— 


fafafa arate fargar at 
Surat wd: | 

Free maforqTa qx 

wag yafaa fagia n? 

"Why does this mind, tied down by the string of love, wander here 
and there through excitement ? Let it free itself first by prostrating before 
my beloved instantly.” 

Prithviraj and Sanyogita are happy enjoying the company of each other. 
Prithviraj tells that love stands above all the emotions. Itis rightly termed 
as Srgara, the term etymologically meaning one which goes to the peak 
(Sragam ivarti gacchati iti frngaral). There is no life without love. That is 
what he says : 

ARRA Tea 
stafa arfi ern | 
Srt qaae 

Wd faga ent quu: 1° 

"It is directly proved in the world that the life of beings continues só 
long as they experience even a particle of joy. Then how can the life 
continue in the absence of a person who is looked upon as an ocean of joy ?" 


In the company of the beloved the time seems to develop wings. Hours 
pass into minutes but those very minutes become hours in his absence. Sanyo- 


1. Second act, p. 28 
2. Fourth act, Pp. 63. 
3. Sixth act, p. $3. 
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qur À Bra ere wa feed fare TAT | 
date fug aa faga qa eee fara Gio. 
—. I, O friend, who passed the night as a moment in the company of my 
lover, am unable to pass a moment without him in this wretched condition''. 
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Chatrapatis.amrajyam 


INTRODUCTORY 

The play written by Mulshanker Maneklal Yajnik is of ten acts and 117 
pages. It is published from Baroda in 1929, Its plot is based on the history 
of the reign of Shivaji from 1646 to 1674 (the date of his coronation) as given 
in the following books— 

I. Grant Duff's—'History of the Marathas’. 

2. Sardesai's— Marathi Riasat'. 

3. Macmillan's—'In wild Maratha battle’. 

4. Shripad Shastri's—' Chhatrapati Shivaji Maharaja'. 

5. Manker's—'Life and Exploits of Shivaji’. 
PLOT 
First act —It presents Shivaji engaged in a talk with his friends Esaji, Tanaji 
and Bajirao. Esajiand Tanaji think that India should be saved from the 
clutches of the Muslims, but Bajirao is of the opinion that the Muslims are not 
enemies but friends of India and the Hindus. Meanwhile an attendant informs 
that the soldiers of Bijapur have killed Netaji and his relatives. They have 
also kidnapped his sister whom they (Netaji and his relatives) were escorting 
to her husband's place. Shivaji's blood boils at this inhuman act. After 
sometime Dadoji Deshmukh joins Shivaji and company. Shivaji explains to 
his friends the sad plight of the Kshatriyas of India. Their main aim, he 
explains, is to unite the Kshatriyas all over the country and stand united 
against the Muslim intruders. Dadoji promises to help Shivaji in this mission 
of his all his life. While explaining his plan Shivaji tells his friends that they 
should recover all their lost forts from the ruler of Bijapur. All the persons 
present there take a pledge to do this unitedly and help each other in adver- 
sity. At this time Dadaji Kondadeva comes there. He is the guru of Shivaji. 
He counsels Shivaji to keep his political movements strictly confidential, 
because a mantra (advice) loses its power if it leaks out, Shivaji promises 
to act upto his advice. He is happy to note that his guru is pleased 
with him and that he has his blessings with him. After a short while 
the Durgapala of Torana comes to Shivaji and tells him that as he 
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has become very old he wants to retire and that he ( Shivaji ) should 
take charge of that fort. All the people assembled there are very 
happy at this godsent opportunity. They think it a ‘good omen, which 
augurs well for their mission. Shivaji is so much encouraged by this that he 
promises there and then“to capture the forts of Purandar which are at that 
moment under the control of his wicked maternal uncle. Here the first act 
called Samrajyopakrama comes to an end. 
Second act—By means of a conversation between Esaji and Tanaji the 
information is given that Shivaji has won many forts with his courage and 
indefatigable efforts. They also disclose that Tanaji who was considered to 
be dead is actually living and it is no other than he who has won Rajadurga 
in the guise of a mendicant. ` He is now holding consultations with Shivaji on 
certain important matters. The next Scene opens with Shivaji busy talking 
to Netaji on certain points of war. He and Netaji are worried on account 
of the paucity of resources because they cannot procure necessary weapons 
for their soldiers without money. Shivaji prays to mother Bhavani for help. 
His prayers are fully answered when he Sets huge wealth from an underground 


treasure. He purchases latest style weapons from foreigners and prepares 
secretly for war on a large scale. 


Third. act—Shivaji is shown engrossed in the cares and worries of the 
State. From some place he gets the happy news of victory while from another 
place he receives the sad news of defeat. Samanta of the Konkana fort 
presents him with the sword of Bhavani. Shivaji is very happy at this. He 
is sure of his ultimate success since he has the sword of Bhavani with him. 
After this he is informed that Abaji has come to see him. He( Abaji) wants 
to present to him a beautiful Muslim woman. He thinks that Shivaji would 
be pleased at the gift but to his utter surprise he finds Shivaji terribly angry 


with him. He orders that the lady be restored with all due courtesies to her > 


relatives and administers a stern warning to Abaji not to repeat such things, 
He also instructs that none of his soldiers should take a woman as an object 
of pleasure. For a Hindu soldier all women are either sisters or daughters. 
Apart from this small incident Abaji proves himself a brave warrior. Shivaji is 
very much pleased with him. He presents to him the fort of Kalyan as a prize: 
Meanwhile Shivaji is informed by his attendant that seven hundred soldiers 
of the ruler of Bijapur.want to join his (Shivaji's) army. Shivaji happily 
accepts this. offer. The ruler of Bijapur feels offended and puts Shivaji's 
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father in prison. Shivaji enters into a treaty with the Moghul king in order 
to save his father's life. Rajamata appreciates this step of Shivaji. His wife 
also follows his advice in all matters. 

Fourth act —Ramdas, the guru of Shivaji gives him the blessing that 
success would be his companion for ever. He also bestows his spiritual power 
on him. While on the one hand we have this, on the other we have the 
army chief of the ruler of Bijapur swearing to capture Shivaji alive. 
He leadsthe ten thousand strong army and attacks Shivaji. Shivaji faces 
this onslaught with remarkable courage. 

Fifth act—The commander of the Moghul army sends his messenger to Shivaji 
conveying him that he should yield and become their subordinate, In his 
reply Shivaji says that he wants to meet him when he is alone. To this he 
agrees. They both meet. The commander wants to kill him treacherously 
but Shivaji proves too clever for him and kills him with his Baghanakha.' 

The fight goes on. Shivaji and Bajirao are surrounded by enemies. 
Bajirao holds back the enemies till Shivaji reaches the fort in safety. At 
last Bajirao is killed in action. Shivaji is very much upset at the death of 
one of his most faithful friends. As the operations go on, the rainy season 
sets in and the Moghul army is forced to return to its camp. 

Sixth act--Enraged by the murder of the commander, the Moghul Emperor 
orders for the capture of Shivaji. He entrusts this task to the governor of the 
South. By his utmost cleverness Shivaji attacks that governor in the stillness 
of the night and kills his son. 

Seventh act—The news of the attack by Shivaji and that of the killing of the 
governor's son are spread all over the country. The disappointed Emperor 
sends Jaisingh to capture Shivaji. 

The Moghul army chief sends a messenger for treaty but on the other 
hand surrounds the fort of Purandar. Shivaji seeks an interview with 
Jaisingh to clear the whole situation. Jaisingh tries to entice him with his 
pleasant talk and promises to remove his army from the fort of Purandar. 
Shivaji agrees to seek an interview with the Emperor at the instance of 
Jaisingh. ; 

Eighth act—Shivaji goes to meet the Emperor. But the Emperor humi- 
liates him by assigning him the seat which is well below his dignity. Shivaji is 
furious at this and comes out of the Court, to find himself, to his utter sur- 
prise and dismay, a virtual prisoner. Shivaji acts tactfully and one day comes 
out of his place of confinement by hiding himself under a basket of fruits. The 
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Emperor is miserable when he comes to know that his enemy has slipped 
out of his hands. 

Ninth act—Rajamata, the mother of Shivaji, is shown worried because of the 
news of Shivaji's arrest, She asks the minister about some further infor- 
mation. But after a short while Shivaji himself comes to her disguised as a 
mendicant. In the first instance she (Rajamatá) cannot recognize him but 
when he discloses his identity her happiness knows no bounds. | It is at this 
moment that the information is received that the Emperor has dismissed 
Jaisingh who not being able to Stand the insult has ended his life. Shivaji 
once again proceeds to capture the forts which he had lost earlier. His 
friend Tanaji undertakes to win the fort of Singhgarh. The Emperor is busy 
with his wars with Gandhar. So he is himself eager to make peace with 
Shivaji. Shivaji avails himself of this opportunity and takes the whole 
Maharastra under his control. | 

Tenth act—Shivaji once again obtains all the lost forts. The happy news is 
flashed all over Maharastra that Shivajis coronation is taking place. In his 
wave of victory Shivaji obtains the Singhgarh fort also but this does not give 
him unmixed joy, for the loss he has suffered in the death of Tanaji, one of 
his dearest friends, gives him the shock of his life. The coronation ceremony 
is gone through with great pomp and show. Rajamata is happy beyond 
measure when she sees her life-long dream coming true. At this happy 


moment appears Guru Ramdas. He blesses Shivaji. The drama ends with 
the Bharata-vakya uttered by Shivaji. 


Shivaji—One of the great heroes of Indian history Shivaji has attracted many 
writers to base their themes on him. A colourful personality he combines 
in him nobility, heroism, adroitness, suppleness and astuteness. 


fsraxrer:— araara: afa saat afara FA UM Tay R: | 
AN STTXTSUSEHTTdIWRTET A 





i Che eee CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 


"T 






——" (A tnm 
os yr d M 
. x A 
» 


ee S 


a TON Aii KRA 


—  — ee MR Danaa ; 
<.. 


7.795 us c oasian us 7 


ama: >: —- 


Nain ne hve! PI T YA 3 


CHATRAPATISAMRAJYAM 155 


SFT VICIT SaMSAATT: 

THRATATATT: SERIE: I s 
EDT HAT WT JANAT AT 

wat faafia Harare: dii 

"Shivaji—Everywhere it is the highest duty of kings to protect thein 
subjects like their own progeny from wild ruffians. So, ~ 

Those Kings, who have entrusted the work of administration to their 
unrighteous officers, who are plotting against their subjects and who are 
vicious will at once be victims of the sword of me who am out to establish a 

righteous kingdom (dharmarājya) be they Ksatriyas or Mohammedans.” 

Shivaji is a dashing wartior. He picks up conflict with the Mohammed- 
ans even when.the odds are against him. When Baji, one of his friends, 
points this out to him he in his characteristic forthrightness declares : 

aam mga wa At: sfafar 1° 
“O friend, prosperity exists in adventure only.” 

The adventurer does not care for his pleasures, his Comfort! his near 
and dear ones—nay his very life. He just takes a leap: 

ar WWPOCXISISTRDHRIT, 
ffu arerafe Afai T à 
geal farsarfegerare 
aema AA SWRATe 11 

“I shall establish my Dharmaràjya sacrificing honour, wealth, royal pleas- 
ures and enjoyments, friends, wife and nay even my life, in the fire enkindled 
by my enemies.” 

As an expert organizer he knows how to keep his companions together, 
Even before launching on his adventurous career he promises them impor- 
tant offices in his kingdom. 

faaxrt:—aaen vfasata ward varfarcreartia wa saree 14 

It is an irony of fate that a cautious man like him allows himself to fall 
into the trap of the treacherous Moghul Emperor, of course-through the 
intervention of Jaisingh. When in Delhi he is imprisoned he feels terribly 


1. First act, pe 8. 

2. First act, p. 8. 
9. First act, P. 13. 
4. First act, P. 13. 
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sad and regrets his indiscretion : 
Rara: (fazaa) qd aaa aafaa aaa qvi war tanha 
faafaa orage I! | 

But then this feeling of sadness persists only for a while. Soon the 
great hero is his normal self thinking of positive steps to come out of the den 
of the Moghuls. After a short while he gives the slip to his énemies and is 
off to his native place where he reestablishes his hold on the territories he 
had lost and brings death and destruction to his enemies. 

Like Pratap Shivaji has become a legend in Indian history. He is more 
clever than his predecessor though physically less well built but certainly 
not the less brave. The writer has adequately captured the mood of the 
angry hero mounted on a horse making a short shrift of his enemies ; 

THAT UT eta EAE] 
FIA: BLAH ATS: | 
Meat VI Wehr: 
» aaa faar faut mre: ue 
‘Here comes hurriedly, the god of death for our foes, riding on a swift 


horse equipped with an armo 
ur, a sword and a lance, with hi 
and looking terrible on account of wrath,” oe E E ee 


reprimands him too: 
at ffia aan ratory 72 
He asks his minister to have it broadcast in his kingdom that in the 


Dharmarajya of Shivaji 
ji, he and his ser . 
persons as their daughters - "vents consider the wives of other 


CHAT Cie | zt 
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Eighth act, p 93. 
Fourth act, p. 59. 
Third act, p. 34. 
Third act, p. 34. 
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Pratapavijayam 


INTRODUCTORY 


Written by Mulshanker Maneklal Yajnik this play consists of nine acts. 
The playwright has written two other plays Samyogitüsvayamvaram and 
Chatrapatisamrajyam too. All of these are historical plays. The author 
has based his play on the following four books: 
1. Mm. R.B. Gaurishankar H. Ojha's Vira Shiromani Maharana Pratapa- 
simha. 
2. Shripad Shastri’s Shree Maharana Pratapa simhacharitam. 
3. Ain-e-Ak bari. 
4. Memoirs of Jehangir.’ 
PLOT 
First act —1n the prologue the stage manager and the actress are shown carry- 
ing on a dialogue wherein they say that the drama Pratüpavijayam composed 
by Mulshanker Maneklal should be staged. Just as they are doing so 
Pratapsingh with his minister enters from the opposite side and criticizes 
the mean nature of the Moghuls. They also discuss that the Rajput kings 
have no feeling of unity and that they are constantly at loggerheads. They 
prefer to live under the rule of the Moghuls rather than live independently 
in anion. While in assembly Maharana Pratapsingh informs the courtiers 
that Mansingh has come to meet them and he should be shown due courtesies. 
He himself treats him very well but when Mansingh asks to join him in 
meals only then he excuses himself away. Mansingh is hurt by this insulting 
treatment. When he too in protest refuses to take meals Rana Pratapsingh 
appears there and politely explains that only those people can take meals 
together who belong to the same religion. As Mansingh serves the Moghuls 
he is no longer a Hindu. That is why he (Pratapsingh) cannot join him in 
meals. Insulted and humiliated Mansingh swears inthe very presence of 
Maharana Pratap that he would certainly avenge this insult. 
Second act—At the time of the battle of Haldighat Pratapsingh is informed 
that Mansingh is roaming about in a nearby hill with only a few of his 
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soldiers and if he allows he (Mansingh) can easily be taken prisoner but 
Pratapsingh does not think it worthy of him and the high traditions of his 
family to ambush an unwary enemy. He will do so only in the battlefield 
when Mansingh will come fully prepared for a fight. Soon after this both the 
armies, the army of the Moghuls and the army of Pratapsingh meet at 
Haldighat where Chetak. Pratap's favourite horse is killed and he has to | 
leave the battlefield. He is very much worried because he fears that the 
Moghul army can attack him any moment. | 

Third act —Mansingh and his commander discuss among themselves that it is 
very difficult to score a victory over Pratapsingh. Mansingh was confident 
initially to 'defeat Pratapsingh but before his suppleness, sharpness and 
cleverness all his plans seem to be coming to naught. Akbar asks Mansingh 
and Prithviraj to try to find out the exact locale of Pratapsingh's camp on 
the hills. He also shows concern at the idleness of the Moghul army in spite 
of the fact that he himself is present there. Raja Bhagwandas comes and 
Informs Akbar that no information could be procured about Rana Pratap’s 
camp in the hills. Mansingh again swears that he will definitely bring Pratap 
before Akbar. Akhbar is terribly angry and orders that Pratapsingh, his arch 
enemy, should be brought before him somehow or the other, otherwise dire 
consequences would follow. 

Eourth act—After Akbar returns to his capital Maharana Pratap again wins 
the fort of Kumbhalgarh, Prata psingh has delegated all the authority to his 
minister to look after that fort. Moghul com nander-in chief adopts a policy 
of divide and rule to win over him (the minister) to. his side. He sends a 
messenger to him, inviting him to join the Moghul Empire. The messenger 
tells the minister that he is a capable man but it is only on account of 
Pratapsingh that he is not flourishing. If he joins the Moghuls his prosress 
is sure and certain. But the minister does not pay any heed to what he (the 
Moghul messenger) says. He spurns the offer with the contempt that it 
deserves. Not only this, he also cautions Rana Pratap about the conspiracy 
of the Moghuls and says that they should be more vigilant hereafter, 
Maharana Pratap is very happy to. know that his. minister is so faithful; 
Meanwhile a spy informs Pratapsingh that Akbar has ordered Mansingh that 
he should either bring Pratapsingh as a captive before him or lose his life. 
In obedience to his command Mansingh is coming to Ajmer with a big 
army. Maharana also prepares for a fight with Mansingh: Nishadapati, 
the chief of forest dwellers, offers him his services. Pratap happily accepts 
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this timely offer. He decides that until the goal is reached he would live 
in forests. The sister of Prithviraj also accompanies the royal party. 
Pratap's decision is announced to all the people. Here the fourth act ends. 
Fifth act—Prithviraj's sister loves Amarsingh, the son of Pratapsingh, but 
Amarsingh, though he loves her, cannot marry her because her father serves 
the Moghuls. Even the romantic atmosphere of mountains fails to change 
Amarsingh's decision. Now here the clever girl adopts a novel device. Clad 
in man's attire and with the help of the Rajput army she defeats the enemy. 
When Pratapsingh comes to know about her bravery he is very happy and 
is very much impressed. This is the right moment for the girl. She requests 
Pratapsingh that if he is pleased with her he should fulfil her desire of 
marrying Amarsingh. Pratapsingh is catried away: by her bravery and patri- 
otism. He cannot say no to her. He agrees. On the other hand Pratap is 
informed that the enemy has come to know about his whereabouts and he 
therefore should seek a new place for himself. 
Sixth act—Akbar receives the news that Pratapsingh would himself come and 
serve under him. He cannot believe it because he knows the bravery and 
the firmness of Pratapsingh. Prithviraj,a court poet of Akbar and a friend 
of Pratap, says that this rumour is totally false. Akbar asks him to inquire 
about it and himself goes to the harem where the queen tells him that Prithvi- 
rajs sister wants to marry Amarsingh but Pratap would not allow this 
marriage. The king tells her that he has introduced inter caste marriages 
only to weaken his enemies. The queen is happy to hear this. 
Seventh act—Faced witha plethora of difficulties Pratap loses his balance 
for a while. He tells his minister about this mental uneasiness. Just at this 
fateful moment he receives a letter from Prithviraj saying that if the rumour 
of Pratap's surrender to Akbar is true then he would prefer death to humi- 
liation. He also writes that he has told Akbar that Pratap would never 
yield. Now he should try to uphold his word, otherwise he (Prithviraj) has 
no other alternative but to end his life. This letter leaves a lasting impres- 
sion on Pratapsingh's mind. He rises above his momentary weakness and 
renews his plédge to drive away the enemies from his country. On the 
other hand Nishadapati informs him that he has given a crushing defeat to the 
enemy but at the same time the enemy has come to know about their camp 
and that they shall have to change the place once again. 

The princess (the sister of Prithviraj) is suffering the pangs of separat- 
ion from prince Amarsingh. Amarsingh is also sorry for her but he is help- 
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less because the prestige of his family stands in the way of the fulfilment of 
his desire. | gen 
Eighth act—A touching scene of the family of Pratapsingh. The young prince 
asks his mother that they should go back to their home. He is fed up with 
the hills. Both Pratapsingh and the queen are very sorry to hear the innocent 
words of theirson. Rana Pratap once again prepares for fight with all his 
might and with the help of his friends and well-wishers he wins. 

Ninth act —At last Rana Pratapsingh is again in his capital and all rejoice 
at his victory. Allthe sages assemble there and bless Rana Pratapsingh. 
Pratapsingh utters the Bharatavakya and with this the drama comes to 
an end. : 


CHARACTERIZATION 


Maharana Pratap,—the hero of Pratapavijayam, is Dhizodátta. The writer 
himself says that he has put in the character of Pratapsingh all the qualities 
of a Dhirodatta hero. This scion of the solar tace is justly proud of his . 
lineage. He comes of the family of Iksvaku before the scions of which even 
such powerful celebrities as Indra and Ravana paled into insignificance : 
AAA, AFAA ur HT TAT AANA ar ESI ar | gar nat- 
STA RRA RANE HHI ay aa aaan fafana: | 
Tat aiya am gaa aA aafia faga: | aean 
ganaraaqa T Aq: |2 
“O brave warrior where does Indra or Ravana stand before the race 
of Iksvaku ? Formerly it was Kakutstha who having mounted the hump of 
Indra who:had assumed the form of a mighty bull, had defeated the army of the 
demons and entrusted to Indra the control of heaven. In the same way 
Ravana, conceited at the (Siva's) boon was killed at the head of a battle by 


Ramacandra himself who was the forehead mark of the Raghu's race. So the 
Prince should not needlessly bother himself," 


Rana Pratap is one of the bravest warriors of India. Daring and 
reckless he works havoc wherever he goes. His very physical appearance 
radiates bravery. Mounted on a horse with a spear in hand he moves about 
the battlefield making a short shrift of his enemies. His fierce and red eyes 
strike terror in the hearts of his enemies : 


1. First act, p. 10, 
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TASHA AA gaa: THCSYMASTAAHAT: | 
Toray Wea safe mese: i 
“He, the eliminator of the wile, runs about in the battlefield. His eyes 
are red on account of the fire of terrible anger. He is carrying a terrible 
spear on his throbbing forearm. His feet go up and down due to the jumps 
of his best horse.” 
He is bravery personified : 
agara Roiara ezia: cat 
RrXresresreedt gaas: | 
CEAL ILEO E: K 


“This king has his lustre like that of the sun; his eyes are as fierce as the 
fire; his complexion is like the mount Himalaya; he is the thunderbolt for 
the thick clouds of the hordes of enemies." 

He is forthright in his utterances. He candidly refuses to join Mansingh 
in meals : 

HA WAT aa Asaifaaar fü SSL ERASE fag saaa ETT aaa 
wafa gus i 
"Prince, we of the solar race are always ready to serve our guests, but 
| the meals together can be taken by the persons of equal rank and of equal 
j family status only., 
He has firmly pledged the independence of his country. This is his 
l firm decision. Nothing can make him change it : 
seag XTez afafa 
FA URA MIAT WM: | : 
weal Nfadtaat ag: 
EAR TR Gt did 

“Let the whole nation perish before long ; let the whole family come 
to naught quickly and let the body be cutinto thousand pieces; the only 
refuge for me is independence.” 

Maharana Pratapsingh's liberality, his love for freedom, his capacity to 
endure hardships—all have won for him a niche in the temple of glory. 


n 
fl 





1. Second act, p. 27. 
2. First act, p. 4. 
3. First act, p. 16. 
4. First act, p. 17. 
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To love independence is in the very blood of the high born Ksatriyas. 
They learn to fight from their very childhood. There is nothing special in 
it. But to have courage in adversity and not to lose heart even when the 
odds are against is something rare. It was only this quality which made 
Pratap immortal, He is always solicitous of the safety and the welfare of his 
subjects. When the Moghul army approaches he has the following announce- 
ment broadcast: | 


SQUAT MEME ATCT Rf Grarrfg waa aa: Raae: qai 
UAT MATA: | a tagiem wai dare gets TS | Waar faa 
era [xgrat teretavetgar Fanta fir | 1 


“Announce it by my order that every one living in the towns, the banks 
of rivers and the animal enclosures should better take Shelter in the 
mountains. No one should cultivate the abandoned land. The offender 
who violates this order of the king will have to pay by his life.” 

Another quality of Pratapsingh which deserves special mention is his 
modesty. When he manages to win back the fort of Mewar after enduring 
many hardships he is not arrogant. In characteristic humility he attributes 
victory to the unstinted cooperation and the unflinching loyalty of his 
‘subjects : | 

Tert Teague fe wets : | a feraamreaenrtair . UVa Tate fni 

"HITS RTTXTSE RTSSIT mearga: Aa WIM Aareodsfafiraa: Taaa Taray 
arsta Theta | a 

"In reality the prosperity of a nation depends upon its People. So this 


Pratap being encouraged by the matchless loyalty of his loving nobles and 
the citizens, countryfolk and the forestdwellers 


1. Fourth act, p. 54. 
2. Fourth act, p. 105 
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This eagerness of his to be faithful to history also has its parallel in his 
eagerness to be as faithful to the rules of dramaturgy as possible. 

His plays answer well to the description of a play as found in such 
works of rhetorics as the Sahityadarpana. In his gloss the author takes pains 
to point out the various Sandhis and the Sandhyangas, the various Rasas, 
their Vibhavas, Anubhavas and Saiicaribhávas thereby showing that in 
writing his play he had the rules of dramaturgy always before him and that 
he was always at pains to mould his plays on the traditional pattern. The 
reader cannot help bearing the impression that the author was deliberately 
contriving to make his plays models of perfect writing. Hiseffort that 
each and everything prescribed for a play by the ancient authorities must be 
there 1n his plays too makes his plays only as models. 

But this meticulously careful regard for the tradition has done not the 
least harm to the plays. We can only say that there is no break from tradi- 
tion, no originality, no innovation in technique. But then itis no crime. Judged 
by the overall effect produced, the plays of M.M. Yajnik should come out 
most prominently in the entire range of modern Sanskrit writings. The 
author's language and expression have a classical ring about them —a no mean 
achievement by all standards. Heis one of about half a dozen twentieth 
century Sanskritists who have a thorough command of the language which 
makes a refreshingly delightful reading. 

The author divides his plays into acts, each one of which has a separate 
heading which provides us with an indication of what is to come. Thus he 
designates the seven acts of Samyogitasvayamvaram as : Rajasuyopakrama, 
Vasantotsava, Carasamprapti, Pracchannasaiicára, Priyasamagama, Samyogitá- 
harana, Vivahotsava;the ten acts of Chatrapatisümrájyam as : Samrajyo- 
pakrama, Nidhisamprapti, Rajyavyavasthiti, Dutabheda, Atmasamarpana 
Chalaprabandha, MogaleSanusandhiana, Prayanaprabandha, Durgavijaya, 
Samrajyabhiseka; the nine acts of Pratüpavijayam as: Manasimhapamana, 
Haldishatasamgráma, Mevarakramana, Sailadursa$raya, Sailavihara, Sarva- 
bhaumamanavakhandana, Mrsavadaparihara, Vijayaprayana, Vijayamahot- 
sdva. 

The plays have a number of verses which describe battles, wars, and the 
individual bravery of the heroes, and the heroines. We reproduce below a 
few of them: 

In Chatrapatisamrajyam Shivaji is said to be the very God of death for 
his enemies. He strikes terror wherever he goes: 
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T HATA feraaa 1a 
HATA: PANGAS: | 
sfera VAT Weg: 
aaa fair gare: 1 
At another place in the same play the playwright gives a verse where 


one of Shivaji’s faithful followers Netaji takes a solemn pledge to capture the 
enemy alive: 


maataan aaaf gladii nara 
aaan faaan mgs wat TA 
ge fraag fafaga atia gara 
staag Teteat frafsaaey Asas sroarta n? 

In Samyogitasvayamvaram we meet with a description of a brave Rajput 
woman plunging herself into the battlefield bringing death and destruction 
everywhere: 

ASCSM TUT HTN HUTT oT- 
faeedreramgrfxgümeaeeaitura i 
qui faa agua aver 
qesi ysam fau ou? 

"The fierce lady with her hand striking terror on account of carrying a 
terrible sword which she pulled out quickly made the battlefield bestrewn 
with the trunks of the enemy S beheaded soldiers. There she shone burning 
with the fire of terrible anger.” 

The same play also has a verse where the havoc wrought by Jayamalla 


in the battlefield is described in words which are graphic enough to recreate 
the very scene before us : 


SXPHOBEGITSUITHSÍÉSE: sftatfetaterat 
faster gara RAA vnsrebunmm: | 


fasas gaga gerenaeuraet 

Janaa yi A Wer ENARE: 114 
“He, the destroyer of the enemies, with his slightly red lower lip quiver- 
Fourth act, p. 59. (Ch. S.) 


Fourth act, p. 50 (Ch. S.) 
Third act, p. 43 (P. V.) 


4 Third act, p. 43-44 (P. V.) ` 


our 


4 
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ing on account of anger, awe-inspiring on account of excessive bravery, 
falling like lightning on the hordes of his enemies with his shimmering sword 
shone having made the battlefield filled with the flowing blood, replete with 
the dancing headless trunks as also looking terrible on account of the chopped 
off feet, arms and heads.” 

The heroic being the predominant sentiment of the plays there was 
little scope for humour in them. There is only a sprinkling of it in the 
‘author's earliest of the plays i.e Samyogitasvayamvaram. There too it is 
only the Vidüsaka. who contributes to it but his appearance there is the 
briefest ever and does not lead to much amusement and entertainment. 

Even in the midst of the battles and the wars or romances the author 
takes a peuse to havea closer look at nature which he describes in all its 
various moods. As examples we quote the following few verses : 

qafir sasa «um 

gefa nanai mener naif | 

aHAA AHA gfs TT 

yaaga maag mua nl | 

“This mango tree reddened allround by the red colour of fresh sprouts, 
charms the minds of intoxicated cuckoos cooing indistinctly. The Bakula 
tree full of humming swarms of bees makes the wind soft and fragrant.” 

Vafgecdeuertaltadea- 

Feat Tet TET | 

Segen eru: Tau YT 

yeast: erat fart UP | | 

"This deep forest, situated on the sides of this hill, overgrown with 
trees, shrubs and with bowers of creepers, with living beings concealed 


inits interior. and moved by the wind, appearslike an ocean with high 
waves." 


rg FI, UTSRTHTAGT gxfinreaeferarfer | 
afafa fanfa gxfur sem wet s mew | 
"This expansive mountain-region is (verily worth enjoying for this is) 
surrounded by rows of flowery trees; is perfumed with the fragrant breezes; 
1. Second act, p. 18. (S. S.) 


9. Fourth act, p 59(Ch S.) 
9. Fifth act, p. 64 (P. V.) 
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is good for the fitful movement of the bees. Whose mind does it not capti- 
ee Hap author quite often gives expression to some fundamental truth in 
pithy expressions which can easily pass into good proverbs and sayings: 

(s) agia gA: 1 

(s). wzreewrWpÓg saifa t 

(s) wafer ag "emp? 

(a) aay um fg easque wafa i4 

(s) dreama fg earatawardfga: 1° 

(=) weg fotar weird aa: en emer aaaf 1 

(5) «res va at: shafoat 17 

(sr) wan diyarda warfur i? 

(v5) JAAA USTETTJAT RTT: WRIT M 

(st) aa wur snb a ate TET Normes 110 

(z) ada wel fera arr ayer dd 

(s) yaaa ag weeuwuidraren (7? 

(s) swwieufüseraT afasgarat water wes erage START: p38 

(z) aamatceraatear fg arersafata: 174 


(ar) xecgemae fe at faereemarfeneqa: 1 
(a) qeria geararacated geara 11 


J]. Second act, p. 31. (S. S.) 
2. Third act, p. 34. (S. S.) 
3. Fourth act, p. 6l. (S S.) 
4 Fourth act, p. 6i. (S. S.) 
5. Seventh act, p. 89. (S. S.) 
6. Seventh act, p. 93 (S. S.) 
7. Firstact, p. 8. (Ch. S.) 

8. Second act, p. 26. (Ch. S.) 
9, Third act, p. 37. (Ch. S.) 
10. Fourth act, p. 47. (Ch S.) 
ll. Fourth act, p. 53. (Ch. S.) 

12. Sixth act, p. 70. (Ch. S.) 
13, Seventh act, p. 78. (Ch. S.) 
14, Tenth act, p. 108 (Ch. S.) 
15. Third act, p. 39 (P. V.) 
16. Third act, p. 40 (P. V.) 
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(a) aatrarafaaat fg seater: 12 ines 

(«) Ateaga fg agaaa: i? 

(s) fe ar wrerdhgernermgfasnu i? 

(a) wdsredftrarma fama: 14 


The language is fairly alliterative at. places. A few choice examples 
are given below : 


(*) wer wennp wear nafaa: ga: S 

(a) ara fafaarfafeasrgrawx: 19 

(1) gagag meag aia 17 

(q) sperefraareratferaerat seater siterenrq 18 

(s) agaga + À rar Tega TAT: > 
| (a) amigas Terre eae ree FERT: 119 
| (a) aaa: fa: sorta d | 
| (sr) sre: TST: eat €x meer (P? 
(v5) agadsa Wd ay vs Re Ro : 
(a) mafa frserTquregta: cua p : 
| (z) maat spp enfe: 125 
(5) «mimgrezdtreretesetsrq i19 ! 
(s) wewterdtPaer agt erdt ven. aaa IS By 


. Third act, p. 44 (P. V.) 
Fourth act, P. 60 (P. V.) 
Fifth act, p. 64 (P. V.) 

. Sixth act p. 74 (P. V.) 
First act, p 5. (S. S.) 

. First act. p. 7. (S. S.) 
Second act, p. 18 (S. S.) 
Second act, p. 22. (3. S.) ' 
. Fifth act, p. 67. (S. S.) 
10. First act, p. 3. (Ch. S.) 
ll. First act, p. ll. (Ch. S.) 
12. Third act, p. 38. (Ch. S.) 
13. Fourth act, P. 50, (Ch. S.) 
14 Fourth act, p. 52, (Ch. S.) 
15. Fourth act, p. 46, (Ch. S.) 
16. Fourth act, p. 55. (P.V-) 
17. Fifth act, p. 62. (P.V-) 


HO Uo UI 


v c 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 





aa a aaa a MÀ 


168 SANSKRIT DRAMAS OF 20TH CENTURY 


(s) wrezerrgesiitrataesren tere ugs |? 
(e) saafin fazed 1? 

In his language the author is conscious of the importance of symmetry 
too. A chain of similar verbal forms occurring in quick succession makes a 
very delightful reading : 

aft au fer fafati erasa sereufa eite 1 : 

It is the same regard for symmetry which prompts our author to induce 

one in each of his three lines (Act I, verse 25), the following three expressions: 
Were, "pp. xem io 

The language, except for lone Ranier 5 is free from any serious 
grammatical lapses . 

The author is ‘wellversed in thek science “of polity. In a number of 
places in his work he exhibits this knowledge of his. How aptly does he 
describe through the mouth of the minister of Rana. Pratap the fourfold 
policy of sama, dana, danda and bheda. and the type of. kings against whom 
each one of these isto be employed : —— ; 

AAA Tet TA ^ 0. 
alt elt BATA | c 
warf Wem Arad 

«T farttata qai Aad 116 


Not only in works on Polity, he is well-versed in other works too. 
Unconsciously he would permit himself such expressions as would show the 
presence in his subconscious mind of the lines or words from some of the 
well-known older works. Thus when he says— ` 


faafaa gata wa 
aqaa fg ewm 1? 


we can at once recognize that he has at the back of his mind the famous line 


fave faqaagaeafat aag acetate | 


Fifth act, p. 67. (P.V.) 
2. Eighth act, p 99. (P.V.) 
3. First act, p. 3. (Ch. S.) 
4. First act, p. 15. (Ch. S.) 
9. Third act, p 34. (Ch S.) 
6. Fourth act p 50. (P.V.) 
7. Third act, p. 39. (S.S.) 


m 
9 
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Again, while reading the line arcaad gosat faad argat a «fera aaea xt 
qu: |! we cannot help being reminded of the famous Gita line qfcarermr argat 
faa a gemar. Further a4 sr a wow ait (wr) is nothing but the 
Upanisadic line in almost identical words. Again in Weed graeqaara® 
the influence of the Kalidasan line gaea gugatan cannot go 
unnoticed. The first part àstgasa JIT is common to both of these. 
The author embellishes his works with a number of figures of speech 
like Upama,‘! Visama,® Arthantaranyasa,® Drstanta,’ NidarSanà? Apahnuti? 
The author gives a number of songs in his plays which are characterized 
by excessive alliteration and carry an indication of the raga end the tala in 
which they are to be sung. The detailed notes of the raga are provided at 
the end of the works. These songs, racy and crisp, have their own 
contribution to make to the beauty and the charm of the plays. We would 
like to conclude out critique of the plays with the part reproduction here of 
a few of the songs: 
(2) (temer w, Prats) 

qq 3 an fagefa Hr 

qa mW Mad WW AAT | 

egent afstar xfufxg gu i 

faxate fafat aa aeq 

afa mu Had BD Wa UDIN | 

faxefagfadt maaf | 

fraqataearaa qa afaq ui? 


(2) faaxfr arafa rag 
gafasred x from ti 


l. Fourth act, p. 49. (Ch. S.) 
2. Fourth act, p. 47. (Ch. S.) 
3. Third act. p. 41. (Ch. S.) 
‘4. Third acr, Verse 6 (S S.), Fourth act, verse 20 (Ch. S.), Fourth act, verse 1, (P.V.) 
.5, Seventh act, verse 2. (S S.), Eighth act, verse 5. (C h.S.) 
6. Third act, verse 8 (S.S.), First act, verse 12 (Ch. S.), Fourth act, verse 8 (P.V.) 
7. Fourth act, verse 4 (S.S.), First act, verse 14 (Ch. S.), Seventh act, verse 5 (P.V.) 
8. Third act, verse 7 (S.S). Third act, verse 15 (Ch, S.), Ninth act, verse 3 (P.V.). 
9. Sccond act, verse 9, (Ch. S.) 
10. Fifth act, verse I—2—3, p. 66. (S.S.) 
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fen FT RITSIETS AAMT ) 
: afar <a i faafoe N | 3 
wadat away t faerfero N d 

fae eoo cenae xf u faaxhro N 
ae arf qia | | 
E | eae aia three t fakr ui! | 
(8). (aama farre fie) | 

E qaaa waafe cat fase 
faala Tera Teram | 
wafer ate aafaa 

gar grater 1? P. 

EU che Se oon 
a. (v). (svrfexrier frat faz) EE 
np STU qa Beara wanfu 
E Tara egrets frame 
BÉ POUCH TIC IC SN CGIEE 
qaa Tags n? 
Er (x) (reina aream ifta) 
E ART ARATE — BT RX X Ww 

E THAT mesarmafepsrafedtaaragser aaga of 
(&) (Fagrexrrar taaan sita) 

SH Wm Taaa 


ETIN Atarax 
IMATI Ware 


+ + + ES : : 


ee a 


se 


*s. 
4 


* s 


: ood act, p. 23 (Chi. s. ) 
.Fourt tth act, Pe 6t (Sys ) 
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Srngaranaradiyam 
INTRODUCTORY : 

The Srügüranüradiyam is a farce of 21 pages written by Y. Mahalinga 
Sastri. The author himself published it in 1956. It is based on the Pauranic 
story of the change of sex of Narada. We have it inthe Bhagavata Purana 
that Narada was transformed into a woman. He led matried life first in the 
form of a man and later as a woman. The story appeared in the Amrtavani 
Patrika in 1944 by Daksina Murti who retold it in prose. Y. Mahalinga Sastri 
has based his farce on that story making such changes and alterations in it 
as served his purpose. 

PLOT ; 

Nandi over, the stage manager enters the stage. The VidUsaka hasa 
newspaper in hand. The stage manager is astonished to see the Vidtsaka in 
a woman's attire and in a jolly mood. He asks him as to why he has put on 
a woman's dress. The Viduüsaka answers that it is not unusual to put ona 
woman's dress in a drama. But the stage manager thinks it improper. The 
Vidusaka replies that there is nothing improper in putting on woman's 
clothes. He speaks of a recent news item appearing in the papers that a 
charming lady has changed her sex and has become a man. After this they 
busy themselves with the production of the play Srhgaranaradiyam by Y. 
Mahalinga Sastri. This forms the prologue to the play. 

After the prologue a Gandharva couple is shown engaged in love 
sports. The Gandharva youth tries to please his consort by praising her 
beauty and charm but the arrogant lady is not to be reconciled easily and 
goes away. The Gandharva youth searches for her here and there but in 
vain. After a while it occurs to him suddenly that she might have gone to the 
cave adjacent tothe pond called Kanda, which used to be their former 
meeting place. He goes there and brings round his wife and unites himself 
sexually with her. On the other side Narada descends from heaven and 
seeing a beautiful pond wants to play on his Vina there. When he finds that 
due to excessive heat it is inconvenient to do so in the open he enters the 
cave but is very much upset to see the sexual play of the Gandharva couple. 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 


- 
t. 


M ` : xt x 
Fo I ES ob e 


» . 

oe ee) : . , : 
EA p.U. 8, ° 

ELER Spe ee 

aM A acer uot +r ey - 





| 
j 
| 
j 
| 





. SRNGARANARADIYAM 173 


Before he begins playing on the Vind and has rest he happens. to see this. 
He considers it a bad omen. On the other hand he thinks that just as their 
sexual union was a bad omen for him similarly he too had committed wrong 
by causing an obstruction to their playful activities. | | 
He wants to atone for this. He wants to wash hissin (of causing 
obstruction) by having a dip in the pond. He puts off his clothes, places 
the Vina on the bank and plunges into the pond. At this Rksarajas enters 
the stage. He knows that any man having a bath in the pond would be 
converted into a woman and would live as his wife. Rksarajas displays his 
passion for Narada who he thinks has by now become a woman and invites 
her for sexual union by playing on the Vina. Narada does not believe in 
what he says. He gives him a bit of his mind and tells him that he is Narada 
and not some woman. Rksarajas then tells him that he would definitely 
have his sex changed. Asa proof he cites his own experience of having 
become a woman when he hada bath in the pond earlier. Meanwhile 
Narada himself begins to feel that he has come: to have feminine limbs. 
Rksarajas invites him for sexual union but Narada proves too clever for him. 
He asks Rksarajas to go to the pond and bring for ‘her’ a beautiful lotus. 
Burning with passion Rksarajas enters the pond only to come out as a 
woman. Radanā (the name of Narada in the feminine form) taunts lady 
Rksarajas that she may not be desirous of enjoying her, now that she has 
herself become a woman. She can act only as the lady messenger for her 
(Radanà) now. Rksarajas is very sorry at his indiscretion and haste which 
led to this discomfiture of his. Even Narada feels sorry for him but even 
as a woman he thinks of nobody else except Narayana. Radana sings in 
praise of the Lord to the accompaniment of the sweet notes of the Vina. 
Hearing Radana’s call Narayana Himself appears there. Radana describes 
before Him her sad condition. Narayana consoles ber by saying that she 
would live as his wife and would have sixty sons. He further says that it 
is not impossible to have the masculine form converted into the feminine 
one. He Himself had to undergo this experience, says He. To punish the 
demons He had assumed the form of a charming girl (Mohini). Mahesvara 
was her husband at that time. After this Narayana enquires about Rksarajas. 
Radana says that Rksarajas, now turned into a woman, 1s sitting in the cave 
feeling ashamed. The Lord wants to have à look at her and assures her that 
she would regain her masculine form. Radana jocularly remarks that after 
she would do so (regain her musculine form) she would kidnap her. ~ 
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Meanwhile Rksarajas herself appears before the Lord who tells her that it 
is for her that He has come from Vaikuntha. If she wants to attain her 
masculine form she can at once attain it but Rksàrajas wants to remain in 
her feminine form. Narayana is hapyy to find beautiful Radani as his wife. 
The Prahasana ends with the utterance of the Bharatavakya by Narayana. 
CHARACTERIZATION 
Ndrada—He is depicted in the play as a devotee of Lord Narayana. He is 
powerless before destiny on account of which he has to assume the feminine 
form. On his part Rksarajas is highly devoted to Lord Naráyana but has a 
weakness for woman. He too had to assume the feminine form on account of 
his own folly. All the characters in the play are Pauranic ones and are too 
well known to deserve any special mention. The playwright has not deemed 
itfitto makeany notable departure from their characterization as it is 
available in the Purànas. One thing which strikes us most while we £o 
through the play is that all the characters are shown to be mere playthings 
inthe hands of the Lord. Thatis why Radana, Nárada in the feminine 
form, says : 
Og Wi emer rf qug ganara qxPremd | waar eit ag 

Aaa Ted DW ERT We: dauid qr» l 

"Well, the singing in praise of the Lord which I desired in my form as 
Narada will now be fulfilled in my form of Radana. Or this may well be the 
desire of the Lord who thinks thata woman singing with Vina looks 
charming." 


l. p. 17. 
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Kaundinyaprahasanam 


INTRODUCTORY 
The Kaundinyaprahasanam is a farce in seventeen pages by Y. Maha- 
linga Sastri and is published by the author himself in the year 1930. The 
play represents "appetite as the root cause of the friction between the two 
classes of men—the owner and the trespasser. Appetite, metaphorically, 
stands for all the indomitable animal cravings in man”. The incident of this 
Prahasana, is rather trivia], but it is conceived symbolically. 
The Prahasana is a reprint-from the Udyana Patrika. 
PLOT ' 
First act—Grdbranüsa erd his wife Jihmala are shown busy preparing deli- 


‘cious food after the Ekadaéi fast. Jibmalā says that as the maid servant is 


not feeling well Grdhranüsa should himself run tothe market and bring 
quickly some items which are needed to prepare the dishes. Grdhranasa 
goes to the market but before doing so instructs his wife to beware of Kaund- 
inya, a Sreedy Brahmin, who is always after others’ delicious food. 


Second act— In spite of all tke secrecy maintained Kaundinya comes to know 


that Grdhranüsa and Jihmala are planning to prepare delicious meals. 
So he wants.to avail himself ofthe ideal opportunity. He knows that 
Grdhranüsa has gone tothe market to buy a few things. So he waits 
for him by standing at the front door of his house thinking that as soon 
as Grdhranüsa enters he would also follow him. When Grdhranasa 
returns he senses that Kaundinya is standing at his front door. So he 
quietly enters his house through the back door. But Kaundinya 1s too clever 
to be dodged like this. When he hears Grdhranasa talking to Jihmalà he 
comes to know that Grdhranüsa has entered his house. He also goes in 
through the back door. Grdhranàsa and Jihmala see him coming through the 
back door. Terrified Grdhranása gulps down even the piping hot food. A 
little bit of delay, he knows, would cost him a big share of it. But the hot 
food causes him trouble and in agony he sends out cries. Jihmala covers his 
mouth with the corner of her saree and sobbing tells Kaundinya that her 
husband has developed a rash on the cheek. She requests him to go out and 
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bring the Vaidya with him. Kaundinya knows that all this is a ruse to put 
him off. So he goes out of the room but hides himself behind the heap of 
chaff on the outer door of the house. Jihmal& does not believe that Kaund- 
inya has gone to bring the Vaidya. She thinks that he is hiding himself 
behind the doors. She loudly narrates to her husband the story of a Brahma- 
rüksasa which the neighbours had told her the day before. According to the 
neighbours a Brahmaraksasa had entered their house and they had to drag 
him out because he loved to partake of others’ meals. She has the feeling, she 
says, that that very Brahmarüksasa has now entered their house. Grdhranasa 
says that he would drag him out by beating him with a stick. Kaundinya is 
listening to all this. So when Grdhranasa comes out to attack him he picks 
up a handful of chaff and throws it into his eyes. Grdhrandsa is unable to 
see anything and cries in pain. His wife hurriedly looks after him. This 
provides Kaundinya with the ideal opportunity. He enters the house and 
helps himself with the delicious food. Jihmala: angry at the wicked ceed of 
Kaundinya condemns him. 

With her condemnations the Prahasana comes to: an cad) 
CHARACTERIZATION . 3 
Grdhrandsa—Grdhranasa is one of the two characters! od the play who dese- 
reve special mention. He has a liking for delicious food, but on account of 
miserliness,is not happy to share it with his so called friend Kaundinya who 
takes delight in helping himself with others’ food. Grdhranása is a henpecked 
husband. He follows each and every word of what his wife says. He looks 
up to her even for the smallest things. He is not given to independent 
thinking. All of his activities are guided by his wife, a fact which not unoften 
lands him in trouble. At times he is humorous too as may be seen from the 
following words wherein he says that for the man with the palate it is a 
question of prestige to choose a dish among the many justas it is a question 
of honour for a noble hero to. select from among his many wives any single 
one for enjoyment. Grdhrànàasa's whole life revolves.round two things food 
and woman. These are uppermost in his mind and it is on account of this 
that his similes on occasions, are derived from them. -A peculiarly delightful 
illustration i is quoted below : 


naar aafaa fasremg fa werfen g Wu | 
anagara ga Hal qXTRUT NT 


1. First act, p. 3. 
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“Or leave these cipitas with chillies alone. What did I say ? How can the 
poor thing have the softness of your lips quivering on account of false anger.” 
Kaundinya— He represents a character who is greedy of others’ 

food. Though avoided he would manage to sneak in and help himself with 
the food prepared by others. The following lines are typical of his love for 
others’ food : 

faar afea fara-aat-Faeat afer fret | 

qag Naage frearfaeaeaa-frssrary | 

HTAAA ACHAT fe A AAAATATTATT | 

qenfafracanitam Yero GTP tt 

“There is no worry for those who are satisfied by taking meals at others’ 
homes, who are always given to the festivities connected with guest-hood, 
who refrain from doing anything in all the three times (past, present and 
future), who have countless things of enjoyment gathered with them, whose 
minds are always focussed on the invitations from the householders and who 
are exhilarated at the meals full of the six Rasas." 

To serve his own purpose he always quotes such old sayings as may 
encourage people to serve food to the Brahmanas. The following verse is 
his favourite : 

aaaf fe aaar Were | 
ga: aE A yA STD W sme e 

“Brahmanas are considered to be the mouth of fire, deities and manes. 
There is also an old saying which says that one should not take delicious 
food alone.” 

He is prepared to suffer any amount of humiliation and insults but not 
curb the animal instinct of helping himself with others’ food. He thinks 
that these insults are the part of the life of receptive people like him: 

gre auferat weer Pater: | 
mada: TALASTATA: d 

qure at: Sum xrac 

sagita fe wafer feng u? 

"Somewhere one is pushed out of the door, somewhere one is made to 
cross the wall of the house, somewhere one is turned out and somewhere one 

]. First act, p. 6. 


2 Second act, p. 15. 
3. P.7. 
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is to put up with harsh words. (In this way) the people given to the thoughts 
of others’ food have always to put up with the obstructions placed by the 
misers." 
He is too shrewd for Grdhranasa and Jihmala. He outwits them and is 
HEC ‘ultimately able to achieve his goal of helping himself with the delicious food 
<a prepared by Grdhranàsa and Jihmalà for their own self. 
EE. Jihmala—She is a clever woman no doubt but all her plans are foiled by 
Es Kaundinya. Like her husband she too is close-fisted and does not like to 
ES give anything to others. As a wife however she is devoted and takes 
S particular care of her husband. 
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Ubhayarupakam 


The Ubhayarüpakam is a farce in 40 pages by Y. Mahalinga Sastri. It 
took the writer nine years (1929-1938) to complete the work which was first 
published in the Udyana Patrika. Later it was issued in the book form by 
the author 1 in the year 1962. | 
ag 
PLOT : 

“The farce opens up with a conversation between Kukkutasvamin and 
Vajraghosa. Chagala, the son of Kukkutasvamin, has come to his village from 
Madras where he is studying. Vajraghosa, a village-teacher, who has a finger 
in every pie, wants to know why Chagala, who generally spends his vacation 
in Pingalapura, has come to the village. Kukkutasvamin informs him inter 
alia that his son being accustomed to town-life, does not wish to live in the 
village; still in deference to his desire he had come to spend the winter recess 
with him. Kukkutasvamin is very proud of his son who has had English 
education, and expresses his hope that he will go to England (Sitavani), live 
on the banks of the Thamesfor two years and come back and move about 
majestically, holding some important government job. He does not like his 
elder son Chandovrti who lives with him in the village and toils in the fields. 
Chandovrti does not like so much love being showered on his younger brother 
by the father, and so denounces an anglicized person in the presence of 
Vajraghosa. The father leaves the scene in deep dudgeon. After Chandovrti 
too leaves the place Chagala comes in and in the course of a conversation 


learns from Vajraghosa that his father is carrying on negotiations with one 


Karyadrsti for the marriage of the latter's daughter Vaiicana with him and that 
for this purpose the girl is being given lessons in music and English language. 
Kukkuta wants that his son's would-be father-in-law should bear the expenses 
of his son's foreign education. This disappoints Chagala as he does not like 


.to be married to a girl he does not like, simply for the sake of the dowry. 


Then there is an interlude. Heis called by the mother to take tea. Ashe 


3xProf. R, K, Bhat gives the story of the work in his Foreword. We have taken it up 
from there, 
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finishes it a post-man delivers him a letter from his Professor Vi$vávasu 
Sarma by name, who wants him to join him at the Railway Station and 
accompany him to Madras for making arrangements for the Inter-Collegiate 
dramatic recitation competition to be held in the next week. From the 
Railway Time-table he comes to know that the train reaches the Chagavata 
Station at 11.30 A.M. As it is nearing 9 A.M. he hurries up to reach the 
Station in time. But he discovets that he has not shaven. He says that 
there is only one barber in the wretched village who moves about from place 
to place owing to very little business. He then thinks that he should use his 
own shaving set. He tells his niece Siüjini that he will have his bath in the 
river. He asks her to bring a little water in a bowl. When she delays, he 
looks round and finds Vrddhagakvara, the servant, carrying a pot of water 
to the manger. He takes from it a little waterina glass tumbler and asks the 
servant to stay outside the room until he calls him again. He then shaves inside 
aclosed room and puts the shaven hair on a piece of paper. He takes out 
another piece of paper on which is written the: speech of his role in the 
drama Hamlet and which in hurry he forgets to replace in his box. From 
VrddhaSákvara he learns that both his father and elder brother are away. He 
then folds the shaven hair into a packet and leaving it at the windowsill asks 
the old servant to take his trunk and bedding to the Railway Station. After 
a good deal of hesitation the latter agrees and at the Station Chagala hands 
him a letter to be delivered to his father. In the meanwhile the elder brother 
discovers the "letter" (i.e. the Hamlet Speech) and raises a hue and cry to 
the effect that Chagala has gone out to commit suicide. Consternation grips 
all the persons concerned and a number of people gather in the house. 
Vajraghosa goes to Chagala's room and discovers therein the packet and 
presumes that it contains some wet dark powder. Kukkuta takes it to be 
poison. Pippali, Chagala’s mother, is grief-stricken to note that her son took 
poison to commit suicide. The village physician SindUraka is called in to 
examine the contents of the packet. He declares it to be a strong 
poison meant for the worst type of leprosy. Chandovrti however puts 
the contents of the packet into water and discovers that it is the shaven 
hair and no poison. At this stage comes hurrying up Vrddhasakvara 
with a letter in hand. That solves the mystery. The servant informs every 
one present that Chagala is all right and has left by train for Madras along 
with his teacher. The letter tells the father that Chagala is sorry for his 
sudden departure from the village. He says that he does not like village 
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life. He makes it clear that he does not want to marry a girl chosen by 
some one else. On the other hand he would like to marry a girl who is his 
class-mate and who loves him. Now this is a bolt from the blue to Kukkuta- 
svamin whose entire plan is upset. Vicüradrsti, son of Karyadrsti, and a 
collesemate of Ghagala unravels the mystery by explaining that the earlier 
"letter" contains the monologue ofthe sad hero in the Shakesperian play, 
Hamlet and that it is possible that the piece of paper slipped while Chagala 
was hurrying up to leave. He further explains that in the original text the 
name of the heroine is Sephalika, but Chagala has put Majijula in its place, 
that this probably betrays his own heart and that persistent rumour that 
Chagala goes to Pihgalapura to spend his vacation because of Maiijulà, who 
is the niece of Vi$vávasu Sarma and whose father is an officer in the Military 
Audit Department at Pingalapura. He concludes saying that itis simply 
due to this that Vi$vivasu does not want Chagala to stay with his father even 
fora day. Kukkuta is very sad. ~Vajraghosa then advises him to treat his 
elder son and his wife with kindness and not lookd own upon them in his 
pride for a son whose real character he has now understood. Kukkuta 
realises his mistake and isreally penitent. The Prahasana closes at this 
stage with the Bharatavakya wherein there isa prayer for the cessation of 
domestic quarrels between the mother-in-law and the daughter-in-law. 
CHARACTERIZATION 

Kubbutasvamin—He is a typical man. He hates village life though he 
himself lives in a village. He does not know even a single word of English 
but is very proud of his English knowing son. He quotes a very high fee 
for the marriage of his son. ‘Only that man can have his son as his son-in- 
law who can afford to meet the entire expenses of his studies abroad’, says 
he. 

Kukkutasvamin considers his elder son a mere fool though he works 
hard in the fields and is quite obedient, because he does not know English. 
He always praises his younger son and looks down upon the elder one. It 
is only when the younger son totally ignores him that he repents and 
says : ; 

gaea) qe ra ga HATH | AA AT arqteat AT T 
WW gaa: Pp snper m: TK afacafa ? «TERT qamagan 
dad gagana miaa age Greate siete 
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fageft maaar raat aaa) Wow faa TTT 
WAU Ai Saad: GNTQERRTSXSIBRISTSÓ SRTISTHTSTUT | 
aaa gaer maag aa at ser fagat ward | 
STASI Maer HAP aarsHeaTAaT TIA: BAe 
TER Sia gatas aag 
"Vajraghosa, today what you tell me pierces my heart, My son may 
go to England or not. Or what good would he be to me thereafter ? When 


` such modern people contract love marriages without the consent of elders 


the son being wholly won over by the other side may refuse even to reco- 
-gnize his father, And those (the inlaws of the sons) -despite reciprocal visits 
would be slighting me in one form or the other and ignore me in a hundred 
ways. Then with the rise of my son's fortune what glory or satisfaction 
would there be for me? I shall be considered inferior even to his water- 

carrier who might have acquired some influence by having an access to him. 
Sitting in a corner of the house I would be discarded by him and others like 
‘a drop of water." 

Chagala—Chagala, the son of Kukkutasvamin, acts in a way asto totally 
belie the hopes and aspirations of his father. He hates the village life. 

The very place where he spent the early days of his childhood has no appeal - 
for him now. He would not like to spend even a day there. This is the 
result of the western education.- It is on account of this that he looks upon 
agriculture, the mainstay of the people of this country, as something fit for 


.the animals.  Thefollowing few lines are typical of the supreme contempt 
that he nourishes in his mind for the village life : 


Het Waa fatality | ITAA SAAT | 
genai Ales Wem: 
HAM cet Sgen | 
yar eatin aag faaara 
win Raakaa TY Acad 1? 


"Oh ! what a paucity of diversions in a country life ! The life of the people 
of this place.is almost like that of animals. 
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With straw in their hands they bathe the buffaloes ; they move about 
the squalory fields ; they sleep and snore after meals; they engage themselves 
in endless brawls and pay no heed to what is going on in the world.” 

On being told by Vajraghosa that his (Chagala's) father is arranging 
his (Chágala's) marriage with Vañcanā simply because the -would-be father- 
in-law would meet his'foreign expenses he (Chagala) feels totally unhappy 
‘and cries unto himself : 


ora: —(taTaq) wet fae ! fe arta fasta maiaa frat 1 sat 
wager wey | mf daaa fefe wan 
aaay | Urges ag are fig: ed ga afaa ppm 

“O how sad ! is it that my father will earn my foreign expenses by 
selling me? Whata wickedness of him who is so greedy of money ! Even 
now he does not say anything to me as to what he has thought about 
me. In days of yore it is heard that the son used to be the very self of his 

father." 
Chàgala's mother always picks up a quarrel with her elder daughter-in- 
law. His father is only after money. This pains Chagala. The clear 
picture of his family is before him now. He wants to get away. from this 
suffocating atmosphere and enjoy the happy company of Manjula his sweet 


heart : 
raices wa far Grass asg- 
araia frat qut asai F | 
ania addsferad feanmag od 
aat wafer asgat Surf Sep WEST QU 
“The miserable and timid father of mine representing his guile to be 
naivete before me, wants to earn easy money. through (the matrimony of) 
his son. There is constant fight between Sampa and Pippali like the invete- 
rate enmity between a snake and a mongoose. Their differences know no 
end. But my mind runs towards my beloved Maiijula. O how I long to live 
in Madras !" 
There is nothing new in the situation described in the above verse. 
This is typical of the Indian household where the quarrels between the 


[e 


l. P. 14. 
2. . l. 


ro 
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mother-in-law and the daughter-in-law are the order of the day and have 
become proverbial. None of these falls short of saying bitter words to the 
other. The fault of the disappearance of Chagala is squarely laid on the 
shoulders of the daughter-in-law by the unhappy mother-in-law who finds 
the ready scapegoat in her. That is why Pippali says to Sampa : 
frait — Ra A faang Pepe CATAT HTT | fre a ufa aT 
gaiq afat f ar stare maara at fa Te dp fen 
ait WW aca: ogepuf amiT | 

“Pippali — How dare could I ward her off? Sol myself withdrew from 
the place. When I had withdrawn God knows in what wicked way did that 
irate and foulmouthed wench behave or what abuses did she hurl at him 
that my highminded son became so upset that he thought better to end his 
life.” 

Some comments on the Ubhayarupakam 

The Ubhayartpakam is a satire on the love of westernization in some 
sections of our society. 

The author taunts those who have discarded their own culture but are 
unable to imitate fully the western way of life; they stand midway, neither 
Indian nor Western, a hybrid product : 

qia wad dat Wearcaafer 
wee car STÉT aE Tag: | 
aT: ge: fregat fau: 
faired yard |? 

“We discarded what is of the East but could not adopt what is of the 
West. We fell from our (ancestral) place but could not find a footing any- 
where else. Forsaking the path of Brahmanahood we got our (tufts of) hair 
shaven. Alas! we have discarded everything of our own and possess only 
an iota of knowledge.” 

In these days people think that a foreign returned man hasa passport 
to obtain the high official position and can lead a rich and happy life. 
Kukkutasvamin also thinks that way : 

sta Reggaea faarate ai 
ate fara ufq qunm | 


I, P. 26. 
2. P. 5-6. 
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Siler weary 
qafa agana Aaa: i 
“Crossing the oceans, and reaching the land of the white, he will take 
up his abode by the bank of the Thames. Obtaining degree in less than two 


years he will glorify himself with government service.” 
The author draws a very vivid picture of a westernized man ` 


Eak Eit ESSE: Ci e C BATA A ST 
qafat qu Aaatagaifra: | 
seya quf ariaa 
sairaat afefa afaa veau ii 

“Oh, vain of his figure he saunters about his house always wearing a 
coat on his body, shoes on his feet and glasses on his eyes. He speaks in 
half-affected tone and with a twist of the neck casts quick sideglances”. 

A very living picture of the quarrel between mother-in-law and 
daughter-in-law, a common feature of the Indian household, is depicted here. 
Mother-in-law cannot hear even the reasonable argument of the daughter- 
in-law and creates a mountain out of a mole-hill : 

facqeit (mother-in-law) afa ge «d ! were: STI Waqvnur faqmqueg- 
sera fewer wfag p emenfa Ww gxunr tafe nes ! ufu | agama | nat- 
fagi ! sana anaga A age RRASA ASNAN- 
Ward afxagataztiaqadt 19 
CRITICAL APPRECIATION 

Sri Mahalinga Sastri writes in an easy, flowing and pleasant style. His 
language is particularly free from errors $rammatical or otherwise. He has 
a command over the expression and a fairly good knowledge of grammar. It 
is a tribute to this knowledge of his that in his works only a few unpáninian 
forms could be discovered. Asan instance we first take up pranasta.! By 
Pan.naseh santasya (8. 4. 36) the substitution of n by x is prohibited when ś 
of ithas becomes. The correct form therefore is pranasta, butthen it 
(pranasta) may be a misprint for pranasta and no undue notice of it shall 
be taken here. 


l. P. 6. 
2. p.47 
3. P.20. 
A Kaundinyaprahasanam, p. 8 
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Further, the use of the, active adhyavodha with the passive may@ is 
indefensible. Still more indefensitl 2 isthe use of Vàünara in place of the 
regular Vànari in the senten¢pammassaundaryasampat bhutapurvavanarayah. 

Equally:jarring isthe; used M" some rare words like bhesa® and such 
constructions as bhavat».idág LUE nadyet, "Well, I now understand". — 

In the form Kamayaygigtte augment muk by Pan... ‘ane muk’ (7. 3. 82) 
has been avoided. Though such forms are quite frequent in older literature 
and a justification for them is offered by the grammarians on the basis of the 
noninvariability of the rules pertaining to augments (agamasastrasyanityat- 
vat) still they are rare in classical literature and should be avoided in modern 
Sanskrit which follows for all practical purposes the norms set by the master 
grammarian Pavini. . 
















ENT Occasionglly we come across an aberration of gender too, as for 
example m jm idam dvari favaprasthanaparyd yam? vartate where paryaya 
whichis adinittedly a masculine word is used in the neuter. 

The writer éminently succeeds in giving us a’ graphic word picture. As 
an exattiple we may mention the description ‘of the Vidüsaka after he has 

x gone through the news item in a newspaper relating to sex change : 

“a R 2 4 ,. SRT famis gg: CEN | 
* * Cano adiada fates Rene N; | 
“What is this which is quivering ? Both of its eyes are wide open. The 
cheeks are swollen. The laughter is bursting out again and again. On 
. account of keeping back the internal upsurge the limbs are going up." : 
wc The author shows his skill in the description of nature too. The poet 
% him is seen at his best in all these descriptions. As.an illustration we may 
mention the following verse wherein the serene beauty of the Himalaya 
reflected in the lake is described : - 
Tira AAS og E VTqen- 
S STU RUCE E EGET kti 


~ 


1. Sr ngarantradiyam, p. 9. i | J 
2. lbid., p. 16. 

3. Ibid,p. 4. - EE 

4. Ibid. À 

5. Ibid., p. 2 

6. Ubhayarupakam, p. 31. 

7. Srügüranüradiyam. p. 1. 
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mfedegarorrfeeqsnesWrT-^ | 
ureters fanfa fgata ti 
"This Himalaya appears charming, looking as it were for the beauty of 


the peaks covered all over with thick snow in this (lake) which assumes the 


form of a shining mirror set in a frame of old inaccessible stones which are 
jutting out.” 


At another place too the author eminently succeeds in catching the 
beauty and the serenity of the Himalayas : 


Met feed ga Tara wer maafa: fafafa- 
siTreemdrerfafeearatafeatafrfaanma t2 
"Oh ! the hills all round drip as it were the nectar of tranquillity which 


is thick on account of the exuding of the solidified pain of too much of 
solitude (lit. highly thick solitude)”. 


The author has a good knowledge of the’ delicacies which tickle the 
palate a number of which he mentions in the following verse : 


frer iem wr . 
wa Cala ASEH THT WT | 
qifer Soh STATU HET 
waa ara freq qq pearfa 118 
Not only does he know the names of the variety of dishes, he shows his 


. familiarity with the detailed recipes too. Thus when coming to Prthukanna 


he says : 
gyet 
graa TEM i 
Jg meWurg Wu 
gered ENTANA TA ut - 

"O ye, with large eyes, prepare quickly for me the prthukanna (cooked 
aval) preparation of guda, fried in ghee, with an admixture of coconut with 
the sprinkling of honey and rich in sweet dry grapes.” 

Elsewhere too we have the same kind of impressive display of the 
knowledge of the names of the eatables : 3 i 


l. Ibid, p. 7. 

2. Ibid. 

3. Kaundinyaprahasanam, p. 2. 
4. Ibid. 
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Ram a aaaf | fem aeaarcaa sa aara create 
aaas Arata, AAT Tht roqreaft | satel alfenrasgeinge TRU 
aafaa facet 1 

The author's favourite figure of speech seems to be simile in which he 
shows his forte quite often. Some of his similes are particularly delightful, 
as for example, when he compares the difficulty in the choice of a 
dish out ofthe many served with a generous hero who has chosen (for 
companionship) one out of his many wives? or when he compares the wide 
open door with the open heart of the propitiated deity? or when he compares 
Kaundinya with a dog whose madness has increased due to Summer? or when 
he compares the evasion of a reply with the crouching of its back by a 
monkey.5 

At one place the author gives us a chain of four similes wherein the 
indigestion or the heaviness caused by the various dishes is compared to the 
other matching things in this world : 

mnga: geia No: serwerdt fauna 
amata TWAT TATATA LAAT LAS d 
mean ngasaan Ag Ae 
rere TAAL TeHeIgET TT tt” 


“The masapupa is difficult to digest like a wicked friend who gives 
trouble in the end; there is indifference towards saktupista, it being very 
common, like the indifference towards an acquaintance; there is revulsion 
for sweet preparations like the one for the words of the reliable persons; 
in the tedious preparation of Jalebi there is no flavour just as there is no 
interest in undergoing the hardships of service.” 

Occasionally we come across in the plays certain proverbs and aphor- 
isms too. A few of the choicest ones are reproduced below : 


(F) SAQRA X3 CATT SATE: qafa maga uaga feaa t 


1. Ibid, p. 5. 

2. Ibid, p 2. 

3. Ibid, p. 7. 

4. Ibid, p ll. 

5. Ubhayarupakam, p. 4. 

6. Kaundinyaprahasanam, p. 2. 
7. Ibid, p. 9. 
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(wt) agn arana akea efe areata arate d 
(1) afra: ag ora: araara wafer 12 
(4) wet ergsiTqur: sroga sear 13 
(s) aafaa game it 
(4) srararearafaararingfarertia aeara: 1 
(3) wa: menrezweafa gafa i | 
We would close our critique on the farces of Mahalinga Sastri by a 
note on their humour. The ostensible purpose of a humorous skit is to 
amuse the audience, to humour them, to relieve their tedium and boredom. 
It is therefore pertinent to examine as to the extentto which the author has 
succeeded in this purpose. The writer calls himself hüsyotsühi. That he is 
| hāsyotsāhī is proved by the number of the farces he has written. His is the 
| Sreatest single contribution to modern Sanskrit farces. But then here comes 
| a snag. Are we to go by the number of his humorous skits or by the quality 
of his humour? Like the older Sanskritists the author succumbs to the 
temptation of giving us cheap humour bordering sometimes on vulgarity. 
He also depends for the creation of it on odd devices. We take up his 
| farces one by one and attempt our appraisal of humour in them. 
| In the Kaundinyaprahasanam the very theme of the eagerness of one to 
| help himself with the food of others is employed to create humour. But this 
is not something which can appealto refined taste. Humour, to entertain, 
does not necessarily have to descend to low level. The very fact that a 
deliberate effort is put in to create humour robs it of much of its entertaining 
effect. In the very Nandi the reader is given a fore-taste of what is to come. 
The comparison of poetry with Jalebi is peculiar and is indicative of the fact 
thatthe author is out to create a composition where by means of such 
comparisons some entertainment is saught to be provided to the audience : 


Jat qasar egre 


TA lAieawAAT TAMUATTATT d 


T 
ne a e E DARREN ei iL mita esr andi 


a C00 REESE ue, mr. Peste man. dana samet secs ii d A a 


Ibid., p. 10. 

lbid., p. 11. 
Ubhayartpakam p. 4. 
Ibid., p. 8. 

Ibid , p. 12. 

Ibid , P- 23. 
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quip (aerae ll ATSAT 
gard fag efr Wusremeita 11 
Humour of situation is considered superior to the humour of crude 
words and actions. And that is what is particularly missing in this play. 
The humour here revolves round the persistent efforts of Kaundinya to help 
himself with the delicacies prepared by Grdhranasa and Jihmala and the 
equally persistent. efforts of them (Grdhranasa and Jihmala) to dodge him. 
It is a battle of wits.. In the end Grdhranasa is outwitted by Kaundinya 
who throws chaff (not the proverbial dust) into the eyes of Grdhranasa and 
makes a sumptuous feast of the dishes prepared. 
- Gluttony has often been made use of by old Sanskrit writers to create 
a humorous effect. It has been considered to be the part of the make up of 
a Vidusaka. In the present play too this has been made use of to create 
humour. Kaundinyg’s reference to his uncle Vatikanatha Miéra who lost 
hislife by eating ninety nine vatikas while he still laid his hand on the 
hundredth one as a proof for the existence of the tradition of gluttony exist- 
ing in his family does have a little bit of comic effect in forcing smiles on the 
faces of the readers but certainly not laughter : 
RT: QARSA ATA ANEA | qur c.p akaga afena: wea 
TTT ATT: | 
eet TU fe femTSRTWSTUIT | 
- Wf TAARIA TET | 
WUT TT wu: 
farscaaeueeta afar: cache 112 ; | 
In the Srhgáranaradiyam we have a peculiar play where the principal 
sentiment is the comic followed closely by erotic. The writer himself calls 
it (in the Preface) as a 'Comic Opera'. The title suggests the importance in 
it of Srhgaüra too. The change of sex of a sage like Narada and the monkey 
like Rksarajas provides the comic relief while the Rksarajas’ seduction of 
Radana provides a full play of the erotic. Occasionally this erotic is carried 
to the limit of obscenity, as for example, when Narada unknowingly enters 
the cave and finds the Gandharva couple engaged in ‘performing the sexual 


1. Kaundinyaprahasanam, p. 1. 
2. Ibid, P. 4. 
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e. mue E however takes precedence over the erotic. Even Nürada 
S eR B Ri S that his change of sex will provide to the people ; 
E a oat [ " 1 i r 
CO Way. agaaa quu gfesfarfad 
as P id ue name Radana from Narada (though not the innovation of 
with the shifting of the place of the lenem as (concerning itself as it does 
two places the reader is provided with : add pu igi 
A x : 1 le, w 
Ses S SEDD paya Rkşarajas, who had been passionately wine Pie 
ccm 5 l a Ar aggressiveness of Rksarajas and then his total 
Siete a x at E ; pea gencul oye most. The second is when Narayana 
ey PEE y adana (Narada) for succour himself feels attracted 
eee rm T x Y her. 'There is no way out for poor Nürada 
eet ot the people and to come back to his original mas- 
ub m the She eT the latest of his farces, yawning chasm between 
| age and the city life forms the theme which provides many humoroi 
interludes. The ultramodernism Sweeping over the cities which qum 
victims even among young men born and bred in villages, the lure that it h E 
even for the older generation and the ignorance and the prejudices in SR 
sag T folk are still steeped forms a contrast which the author has done 
; el to dramatize in his play. Tha parents, the poor villagers, pinning all 
their hopes on their city educated son and his total disregard for them is a 
phenomenon by no means new. The humour in the play rests on the 
nemisis that operates on the helpless parents who fee] badly let down b 
their son. In this play we have a humour of words and humour of dea 
The name calling of the daughter-in-law by the old mother-in-law cum 
would fly into rage at the slightest opportunity does succeed in forcing 
smiles on the faces of the readers, More successful however is the scene 
where the sudden disappearance of Chagala leads villagers to come out 
with many remarks, As many mouths as many words: 


tg: — frade tien | 
Tacit — (wear) fe wg wager lerem l 
gg fa wafa efr wa sauren | 


l. Srngüranüradiyam, p. 12. 
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yeat—frarerer yay ? 

The climax however comes when the shaven hair in the packet is 
pronounced by the village physician as some deadly poison with the serious- 
ness of a chemical analyst. The hullabaloo that follows this ‘discovery’ is 
that which cannot but send people into peals of laughter. 

For humorous effect in this play the writer depends on the strange- 
sounding names too, as for example, Kukkutasvamin, Vajraghosa, Chigala, 
Pippali, Sampa. This is however an old device and fails to click these days. 

Taking an overall view of Y. Mahalin£a Sastris humour we cannot 
help but remark that it is not something which may appeal to refined taste. 

It requires deeper insight to create humour which may have special 


appeal for present-day audiences. 


1. Ubhayarupakam: P. 27. : 
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Vimuktih 


INTRODUCTORY 


The Vimukti in two acts and 32 pages is written by Dr. V. Raghavan. 


It was staged at the Fifth Annual day celebrations of the Sanskrita Ranga 
Madras, in 1963. It is an allegorical farce where philosophical conceptions 
like soul, mind, senses, nature, illusion, qualities (Sattva, Rajas, Tamas) and 
God are personified. The Brahmana in the play represents soul. His six 
sons LatakeSvara Jyestha, Calaprotha, Sundala, 
Kandtla, are mind and five senses respectively. The Brahmana's wife 
Trivarnini is nature, her mother Mayavati is illusion. Her three sisters 
Candrika, Sonita and Hastini are the three qualities (Sattva, Rajas and 
Tamas), the old man is God, the Damstrin is Yama, the God of death. 
PLOT 

“In this play, in and through incidents of common happening ina 
miserable household, with a pathetic husband, domineering wife, unruly 
sons, unwanted sisters-in-law and sinister mother-in-law, is presented the 
idea of Soul, overpowered by Maya, caught up in Matter and Senses, yearn- 
ing for and working out its liberation or Vimubti." 

First act—The Sütradhara, conversing in the Prologue with his 


Dirghagravas, Ulüküksa, 


Assistant, indicates the underlying philosophical allegory of the play which ` 


is woven outwardly as a realistic farce. 


Atmanatha, an unfortunate Brahmana after his morning austerities, 


tries to call his sons and wife to find how the posture of things.is in the 
house that morning. First comes Ulükaksa (Owl-eyed), one of his sons, 
whose chief preoccupation is woman-gazing. They start discussing about 
another son Calaprotha (whose ever active mouth alternated its activity 
between eating and gossiping), who had gone early to the market to buy 
vegetables. Enters another son Sundala (the Long-nosed) from whom it is 
learnt that another brother, Dirghaáravas (the Long-eared) has gone to a 
piper's house to discuss the number of svaras in music. The father is vexed 
with the vagaries of his undisciplined sons and curses their mother. 

Enters the wife of the Brahmana, Trivarnini. Enraged at her husband's 
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insinuations, she taunts him, runs down him, asserts her authority, and expla- 
ins to him as to how she has to run the whole show of the house. Unable to 
stand all this, the husband is anxious to leave the house and have some 
peace in seclusion. The wife swears that so long as her power lasts, he 
cannot leave. She makes reference to her mother too a past-master in magic 
and witchcraft. Whenever her husband says anything critical of the sons or 
of herself, she flares up. 
. > At thisjuncture, the eldest son, Latakesvara (leader of the rogues) 
comes in with three of his mother's sisters, Candrika (Moonlight), Sonitü 
(Blood-red) and Hastini (the Heavy). Trivarnini welcomes only the latter 
two and frowns upon the first. Átmanatha finds the latter two as bad as 
his wife and is all the more perturbed by this addition to his overburdened 
family. ` 
A heated discussion ensues now between the father and the eldest son 
as to how, with their meagre resources and the way the sons were living, they 
lcould run their large family. He asks his father to go away as he pleases, and 
taking over the responsibility of managing the house, calls his brothers and 
| asks each of them to take to some profession. Each mentions a calling suited 
ES- -to his own self-indulgence. The brcthers do not like the substitution of the 
father's domination by that of the eldest brother. The mother intervenes, 
and disliking.the idea of her beloved children being put to any strain 
for livelihood, promises herself to conjure up everything required for their 
maintenance. But then the mother and the eldest son find that their ‘house’ 
(the Body, Sarira) is in a most dilapidated state and that unless it is repaired, 
‘even ‘slight vata-dosa or jala-dosa would bring it down completely. It 
appears that in that Maricika-nagari (mirage city), there was hardly a house 
BS ! which was not liable to fall. | | 
| | Second act—opens with Atmanatha at the river side, in the evening 
doing his Sandhyá-worship. He recalls to his mind his eldest sister-in-law 
ex -Candrika and expresses his longing for her and disgust for his wife and the 
E des .two other sisters-in-law. Now Candrika comes there to fetch pure water, 
PEE. ; tirtha. But their meeting is momentary as the suspicious wife Trivarnini 


EET now runs up to that place trying to find out Candrika. The Brahmana 
esas -+hides her inthe Matha nearby. As Atmanatha and Trivarnini are in the 
ee RA imidst of another wordy quarrel, some citizens:who pass by observe them 
mM | and express their sympathy for the poor man. 


. Enters now the fierce-looking Damstrin (Dharmaraja) who proclaims 
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that, according to the orders of the lord of the City (Svamin), the dilapidated 
houses will be pulled down and the house (Deha) of Atmanatha and Trivar! 
nini will accordingly fall early next morning. Vos i 

Citizens who are passing by are accosted by the perplexed Trivarnini 
who asks them as to whether there is a Svamin at all, holding authority over 
their house or the City. The Citizens, none of whom has ever seen the 
Svamin, argue; some deny him, some infer that there should be somebody 
like him, and some affirm that he is; 

In the short time available before he is due to be thrown out of his 
house by Damstrin, Atmanatha wants to be alone or run away to some other 
place. His wife continues to harass. Some citizens console him that when his 
old house is pulled down, the Svamin himself would allot a new house to him. 

The sons rush in now with unseemly complaints about each other and 
two of the aunts. Damstrin appears on the Scene, announces the Svamin’s 
order to arrest the unruly sons and throw the two aunts into the river for 
their misbehaviour. The arrested sons are to be made to fast and be in 
servitude to the Svàmin. 

Atmanatha is perplexed as to what course he should now take, to go 
back to the family, to follow the path shown by one of the citizens to an 
unknown destination of supposed happiness or to fall into the river. As he 
is about to take to the last course, an old man, Vrddha, from within the 
nearby Matha, hastenes to prevent him and gives salutary advice to him. He 
diagnoses Atmanütha's mental delusion as due to the influence of his sinister 
mother-in-law Mayavati who exerts her witchcraft unseen, and he mutters 
a Mantra into Atmanatha’s ear, a Mantra that would kill the mother-in-law 
and bring his wife on her knees. The Mantra works: Trivarnini rushes, bows 
down repentent and begs pardon of her husband for her past conduct and 
asks for her sister Candrika who alone, she now Says, is fit to be her hus- 
band's wife. The Vrddha reveals himself as Svamin, the Lord, and blesses 
that with Trivarnini brought to tranquillity, and made Prasanna, Atmaniatha 
might be happy in the company of both Trivarnini called by the new name 
now of Prasanna and Candrika, and blesses their new union. 

Atmanatha expresses his gratitude to the Lord and in the Bharatavakya, 
requests the spectators to understand the play as an allegory-that the Svümin 
is Lord Himself, Damstrin is Dharmaraja, Atmanatha is the Soul, the House 
is the Body, the Mother-in-law is Maya, the wife is Prakrti or Primordial 
Matter, the Sister-in-law is the three Gunas Sattva, Rajas and Tamas, the 
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six Sons are the Mind and the Five Senses and Vimukti is the sublimation of 
Prakrti. | 
CHARACTERIZATION 
As discussed before, the present drama being an allegorical one all the 
characters in it are the personification of abstract phenomena. The writer 
as suggested through the Bharatavakya gives us what represents what. The 
Brahmana says: 
Saed, Fenster, tefas A ag, a seat u:, 
a wat safa: gor affer, AAT Ww aT TT: | 
Ge Fat aa qfar, vat when fagara aa: 
aae Sua, qur Sue FLAT Har aA dl 
Ifvara or Svamin remains always invisible. His actions are no doubt 
visible. When Trivarnini, the wife of the Brahmana, asks the people about 
the Svamin who has ordered to vacate the house, no one can give her a 
satisfactory reply. However, the last one gives some hint when he says : 
mua quur pd quaf qun d 
“They see his garden; nobody sees him." Some other remarks that if 
there is any mester of the house he may be a very cruel person : 
Wed VT Tal a aA qum ue wf qu: 
“If that be so I think that lord has a very, very cruel heart." Yet 
another expresses his opinion in the following words : 
We Grass TT wT I l 
“But my surmise is that he is not cruel.” 
Brahmana—He is the Purusa. He does not act himself but dragged 
by Prakrti he has to do everything. He tells his wife (Prakrti) about this. 
Web adaa Ay race: Has | WW gaida afafa wfeegafu wfw:, 
gt atten: i 
"True it is that being dragged by youin worldly affairs I am 


experiencing troubles. Idon'thave even the desire to do anything let alone 
the capacity." 


1. Second act, p. 160. 
2. Second act, p. 150. 
3. Ibid. : 

4. Ibid. 


5. P. 133. 
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Though he has to live with his wife (Prakrti) and five sons (five senses) 
he is not happy in their company. He wants to leave them but is unable 
to do so: 

Hel; Fea ATA I a A ai sraaftefea eges ! ufa fs, TA HA 
aif | Yea AT, AT WE aA WORT, MLO ATE aT TAT: d 

“Oh leave me. How she drags me like a bar of magnet, a piece of 
iron. O ye the fierce one, I may go whereI like, leave me. It is better 
to commit suicide or to take to forest than to live with you and your sons." 

He wants to get rid of those people as early as possible. He further 
remarks: 


qe any uerfaerq | maed fafaga cared I 
"Leave me alone. -I would like to experience (enjoy) loneliness by 
coming to a secluded place." 


Actually speaking he neither likes to do anything nor does engage him- 
self in any activity. It is left only to Prakrti and five senses to do every- 
thing in the name of Purusa. His eldest son represents the feeling of his 
mother in the following words : 

gansi antan ef TAT SS WHY | AA HA BY wal qu wd AT: 8 

“Mother is right when she says that though a man you have no manli- 
ness. Bein some corner or the other. We will manage everything." 

Left to himself he would prefer complete solitude and calmness. He 
expresses his firm opinion in the following words : 


fra ! aer maaga aed fdt 1 ufa eqqemer À Wfaxfemq 
faga mika, wg da sasurfa afafa ue, c edtefeurfa at rats Wai li 


“Friend, I am totally under the control of the daughter of Mayavati. 
If I were to be independent and consideration were to be given to my opinion 
in this matter, I would not enter any and every house; I would not accept 
any and everybody as my wife." 

Trivarnini — She is the wife of the Brahmana and is the personification 
of Nature which involves the whole world. Not only this, she has the mighty 
power which binds people to this world and attracts them towards her. She 
is the daughter of Mayávati, the powerful illusion. Saysshe : 

]. P. 135. 

2. P. 141. 

3. Ibid. 

4, P. 152. 
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si maaga Wepesurqeaenrariises I? 


' -She can create many things out: of nothing. The whole cosmic order 
seems to run at her command : 


asfi cara Hear ag dg wupumug War .* 


“Eyen there where nothing exists I can bring into being many things. 
_ She is more inclined towards her two sisters Sonita and Hastini (Rajas 


and Tamas) but has natural aversion for the third one Candrika (Sattva). 
On the contrary the latter two (Sonita and Hastini) are never liked by Brah- 


mana, though they want to attract him. That is why he says: 


fatur fefe afar war | ware gga wet HT p aaa, ID FN- 


aqaa fT afaq 1 Gat STIR D Heri dp avatar: feats, agrata fas 
xefa at gora salted gen 1°. 

“One is red as if she were created out of blood. The other is plump 
and dark as if she has come out of the new moon day (when the moon is 
invisible) who always sleeps with the cavity of her mouth remaining open. 
Then the former, Soniti, though highly loved by my wife tries to bring me 
forcibly under her control in secluded place and without the knowledge of 
my wife.” 

The two sisters also have mighty powers. They have inherited these 
powers from their mother. 

wees WIJÍSTSTHT WXRWRTRI Halse: | meaa: saat waar TEIRRA, 


aa yafaa fare 1 


E have cometo learn from the training of our mother our tradi- 
tional family lores. We present even a non-existing hint as existing and: an 
existing thing as non-existing.” 


5 Candrika is Sattva. Brahmana likes her very much but Prakrti cannot 
x s their intimacy and always tries to keep them apart. Ultimately the 

a mana succeeds end Candrikà is allowed by the Svamin (I’vara) Him- 
self to live with Brahmana in their new bouse. 


Latakesvara, C 
Kandila— alaprotha, © Sundala, Dirghasravas, Ulukaksa and 
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These are the five senses, along with mind. LatakeSvara, the mind, is 
the eldest among them. He is famous for his minute form. Trivarnini 
explains this to her sisters : 

SH a: Gar; AAi Site | STs were Teeisq xr SAT FAY X 
Wr ay taq i 

“These are our sons. Know him to be the eldest one. Thinking that even, 
though minute in form he is highly pervasive, I sent him to bring you all here.’ 

Calaprotha personifies the sense of eating. He is always after eating 
something. Sundala being the sense of smell is always attracted towards 
fragrant objects. DirghaSravas is the sense of hearing. He is always 
inclined towards good music. Ulükaksais the sense of seeing. He is attrac- 
ted towards beautiful ladies and Kandula the youngest personifies the sense 
of touch. 

The city is the personification of the body. 

CRITICAL APPRECIATION 

The humorous skit noticed above reveals Dr. V.Raghavan in a new light. 
He is here a satirist with a pungent sense of humour, a great quality in a 
man otherwise so serious. His humorous writings include, apart from the 
play noticed above, a couple of poems too, such as the Dambhavibhutih or 
Talapairamühütmyam. 

In his play the Vimuktih we find the author giving the reason for 
composing itin the prologue itself which is to provide some fun to the 
people in the shortest period of time keeping in view their multifarious 
duties which leave them little time for long poems or plays. 

The author has composed his play not for any and every kind of 
audiences; it may well be beyond their ken, but for specialized type of 
audiences—the audiences with well disciplined minds and intellects. In the 
prologue itself through the Sütradhara he says : sanar fafganaatsa 
UAT HT: | 

This fact is also re torced by the subject-matter of the play where the 
whole world is an object of fun. 

w«WelfG AAT | EDD Weg wm UW Hee: | 

The work is too abstruse and abstract to interest a common man. 
"This limitation of the work is recognized by the author himself who calls his 
play gudha and kuta. 


l. P. 138. 
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Virajasarojini 
[INTRODUCTORY 
The play Virajasarojini is written by Haridasa Siddhantavagi$a. It 
has four acts and 91 pages and is published from Calcutta in the Saka Year 
1879. The play unlike the author's other historical plays, like Sivaji- 
caritam, Mivarapratapam and  Vaügiyapratápam, deals with the love 


affair of King Haridagva, the ruler of Malava, with Sarojini, a Gandharva 


princess. 
PLOT 


secretly Sarojini’s conversation with her friends.  Sarojini has come to 
worship Lord Siva with her two friends. They engage themselves in a 
pleasant talk about Sarojini’s marriage. The king overhears them and comes 
to know that Sarojini is interested in him. He appears before Sarojini. At 
that very time Sarojini is informed that her mother wants to see her. The 
lovers meet only for a few moments and then depart. The king is very 
much fascinated by Sarojini's beauty and charm. He yearns to see her once 
again. Meanwhile he is very much disturbed by a heated argument between 
two men each one of whom wants to make Sarojini his wife. 

Second act—In the preliminary remarks in the second act, it is informed 
that Citralekha, the friend of Sarojini, has come by the order of princess 
Sarojini to the capital of HaridaSva to kidnap him. She comes just at that 
place where the king along with his friend VidUsaka is reproaching his fate for 
not providing him with the opportunity to contact Sarojini. His queen is also 
annoyed with him because he does not now pay her as much attention as he 
used to do in the past. He of course wants to please her and waits for her 
in his bedroom but under the magic influence of Citralekha he goes to sleep 
even before she (the queen) arrives. But when she comes, unfortunately the 
king in his sleep calls Sarojini as his beloved and says many more such things 
as infuriate the queen ever more. She has now got the proof that the king 
loves another girl. Atthesametime Sarojini also comes there to have a 





First act —King Harida$va accompanied by the Vidüsaka is enjoying 





204 SANSKRIT DRAMAS OF 20TH CENTURY 


look at the sleeping king. Being a Gandharva princess she has the power of 
becoming visible to one person and invisible to another at one and the same 
time. When the king awakens he can see Sarojini in his room. To the 
queen however she is invisible. The king again praises her beauty and 
expresses his love for her. This proves the proverbial last straw on thé 
camel's back and the queen leaves for her apartment in a huff. But before 
doing so she slips a letter under the king's pillow. She goes to the P rema: 
davana and orders her maid servant to bring the king. and the Vidūşaka 
there. The Vidūşaka reaches there. The queen asks him the reason for the 
king's indifference towards her. The Vidūşaka attempts some answer which 
does not satisfy her. She orders her maid servant to put him in chains. Just 
at that time the king also appears there and the queen asks as to why he 
was calling Sarojini. The king denies, but the queen has the sound proof. 
Not only she, her maid servant too, has heard him calling Sarojini. She also 
sends for the letter which she had placed under his pillow. The king reads 
the contents in which he is condemned for showing love to more than one 
woman at one and the same time, The king tries to pacify her by putting 
forward many false excuses but the queen is hard to please and leaves him 
in a huff, 

The king is again in a fix. He can neither leave his queen nor can he 
forget the fascinating beauty of Sarojini. Both the king and the Vidüsaka 
try to find a way out of this dilemma. > 

Third act—In the first part of this act the Vidusaka informs while 
talking to Santedeva, a teacher, that the queen is against the marriage of 
Harida$va with Sarojini. On the other hand Subahu, a demon, is chasing 
Sarojini who is all alone. Sarojini is very much afraid of him. She pleads 
that he should not follow her butthe passionate demon does not pay any 
heed to her words and wants to catch hold of her. Sarojini cries for 
help. Fortunately, the army chief of Harida$va hears her cry and comes to 
her rescue. Sarojini is mortally afraid and falls into swoon. The army 
chief condemns Subahu and gives him a good fight. The demon frightened 
and terrified runs away. The chief carries away fainted Sarojini to the 
Pramadavana in the palace of king Haridagva. 

Fourth act—It is informed that the King having no interest left in his 
kingly duties (due to Sarojini) is missing from the royal palace. He is shown 
loitering here and there. He has lost his mental balance to suc 


h an extent 
as to take every second person as Sarojini. 


He approaches the two grass 
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cutters and takes one of them to be Sarojini. Both the grass. cutters 
realize that the man is not in his senses, One of them jokingly orders him 
to carry the bundle of grass for him in the market. The king.is about to 
lift it when Vidüsaka, who is looking for him, comes there. He tells the 
grass cutters that the man with whom they are talking is no other than king 
Haridagva himself. Vidtsaka is sad to see the king in this condition. He 
assures him that he would show him the real Sarojini. First the king does 
not believe him but after sometime agrees to accompany him. The king is 
mighty happy to see Sarojini in his own palace. The Purohita sent by the 
father of Sarojini comes there and gives the information that the father of 
Sarojini has requested king Harida$va to marry Sarojini. Two friends of 
Sarojini also approach at that auspicious moment and congratulate her. 
The play ends with the Bharatavakya uttered by the king. 


CHARACTERIZATION 


The play has five main characters i.e. Harida$va, the hero, Sarojini the 
heroine, Subahu, the demon, the Vidusaka and the queen. 

Haridatva—He is a romantic hero He happens to see Sarojini, the 
Gandharva princess, while she is going to worship Lord Siva. He is attracted 
by her beauty and charm and falls deeply in love with her. He wants 
to marry her. He expresses this desire of his to his friend, the VidUsaka, in 
the following words : 

faut ufacafa Gd maru ! 
SAT alaaa NATAT | 
Serre: Ug 
areal wa er mehr Nt 

“O my friend ! when will that day dawn for me when this lady wil put 
such a garland in my neck with her rather trembling hand while the eyes of 
the people would be witnessing this sight." 

Though he is already married yet like other kings he becomes indifferent 
to his queen and does not attend to his kingly duties. His only concern is 
to obtain Sarojini. Not only when he is awake, in his sleep too he thinks 
about Sarojini alone and talks loudly with her. This creates suspicion in 
the mind of his queen but when she wants to know something from him 
directly he cleverly tries to evade the whole thing but the queen is not to be 
easily put off. The king is not prone to tell a lie but at the moment he has 


]. First act, p. 13. 
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no option but to'take shelter behind it. In his heart of hearts, however, he 
does not like it and feels quite uneasy : 
wmr——(sremmra) wat ! ufemq aafaa naai ure Te: | A: 
User faces TAT 


Wee IRIS d 
feni aag fagrafa 
fafefad qeg ag empenr 1 * | 

“The king (to himself): I am feeling uneasy in upholding the true 
story, for it requires a hundred untruths to uphold one untruth. To enable 
an aeroplane to move in the sky many a contrivance is required" 

The king finds himself ina fix. He cannot totally ignore his queen 
nor can he turn his mind away from Sarojini. The following lines bring out 
vividly this mental conflict of his : 

.. Wer! few faday ? taani gaa, ad gafa: aA- 
faa, «a Aata gen eraridtfer,, atferdTerrera rear star fermer, qxtferdt- 


Wea A aega faan, SUITÍXCGHI WD gA we Zu? 

"Oh what should be done here ? If I turn out the queen there will be 
loneliness in the house. If I keep her, the separation from Sarojini would 
come to stay. The search for the whereabouts of Sarojini would give the 
impression of madness. Life will have no meaning left in it if.desire for 
Sarojini is given up. The desire for Sarojini would mean the constant 
preoccupation with the thoughts of woman. If I give up both then the only 
proper thing for me would be to leave the house." 

The kingisso much engrossed in the thoughts of Sarojini that he 
forgets that he is a king. He moves here and `there like a commoner. He 
loses his mental balance too : 


fag afg eara maag, cag 
WANA SHA ALUPA WT: | 
saai: aang rara 
gaq feet fafrtat aeaa 113 
"The king went out of the city putting on the dirty dress of the mad 
persons and singing the praises of his beloved. He could be recognized a 


1. Second act, p. 41. 
2. Second act, p. 50. 
3. Fourth act, p. 70 
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king by his majesty alone. He had given up outward signs of kingship, such as 
the earrings studded with jewels. His charming body like the poetry without 
figures of speech is without ornament.” 

But thisis only a temporary phase. Whenhe recovers his beloved 
(Sarojini) he is the same old king Harida$va. He handles the Purohita care- 
fully when he approaches him with the request that he should marry Sarojini. 
The king's answer to the Purohita's request is short, polite and to the point: 

weg | (sm) waq |! aqeufe vara, mafa a: aaa, afaa- 
Wgleven ?! 

"Well, (openly) the venerable one ! The Gandharvarüja too commands 
me. So this should surely be accepted.” | 

The character of king Haridasva is depicted in the play in a somewhat 
stereotyped way. His passion for new beauties and charms, forgetfulness of 
kingly duties, indifference towards his former queen, make him look rather a 
type of conventional king with little individuality of his own. 

Sarojini—She is a young Gandharva princess who is deeply in love 
with Harida$va. Buteven in love she maintains her poise and dignity. 
The king notices this quality of hers and says: 

; siaaa Fatal aaa, Til<eaATa auf g fgata- 
aaga T 

“Bold Citralekhā talks openly but serious Sarojini approves of what 
she says by gestures only.” 

Her beauty has peculiar charm about it. It is like moonlight scattered 
ail over her body : 

qag faar Aaa aft: aaRS 

gneau apa:  fafafseraraar | 
frrsoufaqeryrdaaafegaredcrantaa- 

WedqTeqrewsd: WFAA TAIT Alaa: P 

"Her slim figure is highly charming; her loveliness surpasses even that 
of Cupid. It is slightly more prominently noticeable at the thighs and the 

breasts resembling pillars of gold, It slips out of the interspaces super fine 
white cloth very much like the moonlight which pierces through the cloud 
moving slowly after having shed off its rain.” 

1. Fourth act, p. 89 


2. Firstact, p. 10. 
3. Ibid. 
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. The creator has created her as one of the finest pieces he could create : 
Sra): nre Sheard XISESUT UD 
SEWTRTCHI HIST Bharat TATA | 
ara Smp fafaxfaaary AETA Wien 
Tet AAA ae qur Algae ut 

"It was out of curiosity that the creator actuated by the desire for 
creation brought into being this excellent jewel of a woman having first put 
together such desirable things as the lustre of the moon, the eye of a deer, 
the gait of a swan, the trunks of the two plantain trees, the two bows of 
Cupid and the sound of the cuckoos.” 

Sarojini has true love for Harida$va. First she sends her friend 
Citralekha to kidnap him but impatient as she is to see him she herself 
comes to have a look at him. The following lines express her deep love 
for him : | 

(frere) ger at: l! a caret aaaf l (arga) ufa dtr pur ay" 
faaaataafa ata: data ade Aafa faan waa 12 
"(Seeing) Oh, the same one is sleeping (here), (lovingly), If people 
look at him with my eyes then they too would love him most as I do." | 
Though not wedded legally, Sarojini thinks Haridagva to be her 
husband. When Subahu, a powerful demon, wants to make her his wife 
forcibly, she plainly says : 
Tay ERRAT: Weal TH MATA: 13 

"Nobody other than Haridagva is my kinsman (husband).” 

Last of all when the lovers meet after a long separation, Sarojini, 
though mighty happy, does not transgress the limits of propriety. She 
remembers her mother and father, who could have given her in marriage 
there and then: | 

gagana: AHA AAT güfufu quien, fg wa ater fana 
aris! Sr, aT Sew qi 

“Itis my good luck that I have obtained the full moon in pitch darkness 
but here are absent my always fearless father and mother both of whom are 
fond of their children." 


l. First act, p. 11-12, 
2. Second act, p. 32 
3. Third act, p 60. 
4. Fourth act, p. 81. 
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Thus we see that Sarojini is a young princess who falls in love like any 
young lady but has self respect, poise and charm with which she never 
stumbles and comes out successful in the end. 

Other Characters—The VidUsaka, the queen and Subahu are the other 
three characters of this play. The Vidüsaka is a typical comic character. 
Unwillingly he would disclose a secret through his stupidity. At times the 
king is angry with him but forgives him because he keeps him good 
humoured whenever he is gloomy. He helps Harida$va a lot in arranging 
his meeting with Sarojini. 

The queen no doubt loves Harida$va very much but she cannot restrain 
herself when she comes to know that he loves another girl. Out of jealousy 
she permits herself harsh words against the king. 

Subahu: the demon, is a villain who wants to take away Sarojini forcibly 
but does not succeed in his evil designs as Virasimha, the army chief of 
Harida$va. gives him a good fight. The demon, frightened and broken, takes 


to heels. 
CRITICAL APPRECIATION 

One of the great writers of the Twentieth Century Haridasa Siddhan- 
tavāgīśa has enriched Sanskrit literature with a very large number of his 
works. He has a very pleasant and racy style with something of the old 
classical ring about it. He knows the genius of Sanskrit in all its pristine 
purity in the midst of a mass of literature where the vernacular influence is 
unmistakable. The present writer not unoften resorts to a style reminiscent 
of the old writers of Sanskrit prose romances with all its long-winded descri- 
ptions, metaphors, double entendrés and the like. 

The author is both a poet and a playwright. There is therefore a 
constant conflict going on in his mind between the two for ascendancy.. 
And it is very often that the former has the upper hand. The considerations 
of dramatic quick movement of events are thus sacrificed by him quite a few 
times at the altar of poetic exuberance. What may be good for a novel or 
old type prose romance is imported into the play—a square peg in a round 
hole. Some of the passages quoted below can easily go down as some of the 
very best in Sanskrit literature but a little out of place in a play. 

(s) aft + aaa: TAMARA ST AA aud frat genre, nan AL F. 
yeaa ararat vata a, fate: get AAT T, mente erg C. Pene 
avra few war fg star wae, a gamer, Gepneeegan facet 
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gua, Riana, aR: ay agya 1 

(@) 34 fg eaat a Wu a genfa, ngaen fürfu a nafa, aaar maA 
TA, farina a fagi a manny gfir n | 

(v) fe, seri ada, ett anaa, aaga aar. 
agaaa afew, arafaf faai, agents asara, anaes 
Saef: Tfafaetoarte fagas faefaat i ga al: | aAa aa ar nafa 
Wn, WAT maaa aag, att ufu safa, wat 
agaaga, sata a wed mu S 3 

The same poet in the author gives us fine poetry iri the play clothed in 
flawless expression. The figures of speech like Arthantaranyasa, Upameyo- 
pama, Nidar$anü follow each other in quick succession lending to the play 
a charm all their own. The similes and metaphors have an aptness about 
them which makes them particulerly delightful. To have a fuller appre- 
ciation of the great beauty of his poetry we cannot resist here thé 
temptation of reproducing a few choice specimens. 

The natural phenomenon of young damsels acquiring a taste for finer 
things of life leaving behind the innocence'of childhood.is described by the 
poet in his inimitable style in the following verse : * 

santa xac ura wr 
aana WAT Wat FI 
ag wala afar: gferarar: eantata 
... «dft g afar aca 114 
"The passion itself arises in youth in damsels. In ‘childhood the 


Annocence is irremovable all the time. When the lotus plant blooms, it by 


itself comes to acquire the honey but if it were to be put by some body on the 
bud it would just flow down." | | 
That the-change of circumstances is responsible for some one being 
able to do a thing or not to do it is brought out by the poet very beautifully 
in the following verse : 
ATH CHS TAA 
eame frat TT I 
l; Second act, p. 28, 
2. Second act, p: 41, 


9. Second act, p, 49. 
4. First act, p. 8. 
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wang aaaea Naat 
arafa eur tt 
"The sun is able to remove the darkness inthe day time only and not 
at the time of dusk. Similarly with the change in circumstances different 
people can accomplish different things.” 
One of the most remarkable verses from the poetic stand-point is the 
one quoted below : 
STRE: agira res Wu 
WS THRs: Fat a Bes vier fuis: wa | 
ard: Peg flea fg ge neq mula at 
Wa: Ragana FATAL 2 
"The full moon has become the face of Sarojini without the mark out 
of the fear of Rahu. The buds of lotus have become her breasts out of the 
fear of rays (lit. the hand) of the moon. But the lover may still suck that 
very face, may press those very breasts. How strange ! on account of the 
turn of fate everyboody comes to have trouble even in the next birth." 
The author's language is quite often characterized by pleasant alliter- 
ation a few delightful illustrations of which are quoted below : 
(F) agaat waaay artist 1 
(a) fafrat afaa t 
(1) aannam: 1 
(3) asna mat at afg 1° 
(s) afaaaaafaa daag v 
The work contains a number of remarkable epigrammatic sayings 
which add a peculiar charm toit A few of them are reproduced below : 
(a) aeaf fe ax: a sre rff i 
(€) ferreis faar a wafa afaa fara: i? 
l. Second act, p. 21 Y 
2. Second act, p. 33. 
3. First act, p. 3. 
4. Firstact, p. 10 
5. Second act, p. 22. 
6. Second act, p. 29 
7. Second act, p. 50. 


8. First act, p. 4. 
9. First act, P. 7. 
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(T) aaraa aaar afad, eater egere U 
| (sr) afg ag dau AAA A TABATA e AAS: " 
E A (s) 3 ag aiforareed rere ora verat | 
E — (er) rei far iere refer. gered inata frames t4 
- (s) tenman fg frateca ed merit «me e 
(ar) rae «m drafesfiareamftfrsfageraauens seam 1 | 
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Bhaktasudarsananatakam 


INTRODUCTORY 

The play BhaktasudarSananatakam is written by Mathura Prasad Dikshit. 
Its hero Sudarsena is found described in detail in the Devi Bhagavata (Third 
Skandha, chapters 14-25). This play deals with the importance of the 
devotion to Bhagavati Durga. It has six acts and is published by the author 
himself in the year 1954. 
PLOT 
First act—T wo kings, Virasena of Kalinga and Yudhajit of Ujjayini are ina 
fighting mood because both want the sons of their daughters to inherit the 
kingdom of their father Dhruvasandhi after his death. The eldest queen 
Manorama, the daughter of Virasena, is the mother of SudarSana. The 
second queen Lilavati is the daughter of Yudhajit and mother of Satrujit. 
Virasena wants that Sudar$ana being the eldest should be proclaimed the 
king of Ayodhya while Yudhajit presses the claim of his grandson for king- 
ship. After an exchange of hot words they both invite each other to 
settle the question in the battlefield. While fighting Virasena, the father of 
Manorami and grand father of Sudar$ana, is killed. When Manorama hears 
this she feels very much distressed because she knows that there would be no 
one to look after her son SudarSana now. She weeps bitterly and cannot 
decide what to do. Meanwhile the minister Vidalla informs her that 
Yudhajit after killing Virasena is coming to kill her son also. So she should 
go to a safer place where she can save her son's life. Vidalla assures her 
that her son would be the king because Vasistha has predicted his kingship 
of Ayodhya. Vidalla takes her to the a$rama of Bharadvaja. Onthe way 
thieves deprive them of all their ornaments and costly clothes. This breaks 
Manoramá's heart. To add to her miseries the spies of Yudhajit come enq- 
uiring after her. Vidalla says that he does not know anything about her. 
Manorama has nothing to put on her person and as a result the spies cannot 
make out as to who she is. Vidalla safely takes her to the hermitage of 
Bharadvaja. 
Second act—Manorama and Sudarsana live peacefully in the hermitage of 
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Bharadvaja. After sometime Yudhajits minister comes to the hermitage 
and tells Bharadvája to hand over both Manoramà and her son. Bharadvaja 
refuses to do so. The haughty minister uses some harsh words against him. 
The sage remains calm as ever butsays that they all would be destroyed 
soon. The king himself comes to the hermitage of the sage but the sage 
knowing his bad intentions refuses to send Manorama and Sudar$ana with 
him. Manoramia is very thankful to the sage because he has saved her and 
her son's life. Bharadvaja also assures her that Sudar$ana will surely be the 
king of Ayodhya. . 

One day in the morning while going to pay her respects to sage 
Bharadvaja along with Sudar$ana Manorama notices that Sudargana is 
repeating some mantra. She informs the sage about this. The sage is very 
happy to know this and tells Manorama that the mother Durga has blessed 
SudarSana with her mantra. The sage himself instructs him as to how he 
should proceed in the matter. After some time the other young pupils of 
Bharadvaja inform him that SudarSana appears talking as it were to some 
invisible person. After a short while SudarSana appears with bow and 

arrow. He tells the sage that Mother Durga has herself given these things 
tohim. She has also taught him how to use them. 
Third act —SudarSana is busy in worshipping Mother Durga. Every one is 
happy to know that Mother Durga makes her appearance before Sudarsana. 
One fine morning a carpenter comes with a beautiful chariot and wants to 
give it to Sudar$ana. On being asked how he has come there the carpenter 
says that mother Durga appeared before him in.dream and ordered him to 
make the divine chariot and present it to prince Sudar$ana. Sage Bharadvaja 
says that this is the indication that Sudaráana will shortly become the king of 
Ayodhya, and be married to a princess. | 

Meanwhile in Vàránasi princess Sagikala has a dream that her would- 
be husband is living in the hermitage of Bharadvaja. She tells her friend all 
about her dream, viz., Mother Durga has herself appeared in her dream and 
while giving her hand into the hand of a beautiful man has proclaimed that 
he would be her husband. At the same time a thirsty Brahmana comes there 
E. Pe cd Ree EEERUE obliges him with it. The Brah- 
Bharadvaia. He tells her that fees : j ie: s are i 
S Meet : unique man there named SudarSana. 
xcci M er dream would come out to be true. 

udarsana through her teacher V asudeva. SudarSana 
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too has the same type of dream. Mother Durga instructs Sudar$ana to go to 
Varanasi and marry princess Sasikala. He relates the whole dream to his 
mother and Bharadvaja. The sage is very happy to know this and proclaims 
that now it would not take him long to be the king of Ayodhya. At that 
very time the Brahmana brings the letter of Saégikala saying that she has 

chosen him her husband. The father of princess Sagikala has arranged for 

her Svayamvara. Sage Bharadvaja blesses Sudar$ana saying that he should 

attend the Svayamvara. 

Fourth act—Many kings along with Yudhajit and Satrujit have assembled in 

the Svayamvara ceremony of princess Sagikala. When Yudhajit comes to 

know that SudarSana has also arrived there and the princess is inclined 

towards him, he becomes furious and proclaims that if Sagikala selects him 

as her husband he would kill Sudar$ana and carry away Sasikala. Other 

kings oppose his evil design but he is adamant. Sasikala chooses Sudar- 

Sana as her husband. 

Fifth act— Hearing this Yudhàjit is ready for the fight. But due to the power 

of Mother Durga and the divine chariot, SudarSana is able to defeat him. 

Jagadambi herself kills Yudhajit and Satrujit in the battlefield and appears 

before SudarSana and the king of Varanasi and blesses them. 

Sixth act—SudarSana after marrying SaSsikula and killing Yudhajit has 
reached the hermitage of sage Bharadvaja to pay obeisance to him and to his 
mother. Bharadvaja blesses the prince and tells:‘him to go to Ayodhya and 
tule over there. SudarSana with his mother Manorama and wife Sasikala 

leaves for Ayodhya. There he meets his step mother Lilavati who blesses 

him and loves him like her own son. After some time Bharadvaja comes 

with the king of Punjab. Both are very happy to see the prosperity of his 

kingdom. They also join the festival of Jagadamba and after blessing 

SudarSana go to their own places. With this the drama ends; 
CHARACTERIZATION 

Sudarsana—He is a great devotee of the Mother Goddess, a real bhakta. It 

is on account of the favour of the Mother only that he is able to defeat the 

entire army of Yudhajit singlehanded. His humility, truthfulness, bravery 
‘and heroism win him the favour of the Mother which ultimately wins him 
his kingdom. In the Svayamvara of Sagikala SudarSana goes all by himself. 
His arch enemy Yudhajit greatly angered by his presence there threatens 
him with dire consequences. He tells him that he (SudarSana) would be 
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made a short shrift of in the battle. Sudar$ana, however, remains undaunted 
and gives a befitting reply to his enemy : 
WSU: YR ataf eu TeWq | 
PIU Wadd aerfa faga: d 
“The brave people in the battlefield show their mettle while the 
cowards having run away from the battlefield always boast in this way.” 
At every step Sudarśana’s great devotion to the Mother Goddess 
becomes manifest. He has the firm belief that even if a mighty army were 
to be poised against him he would be able to give it a crushing defeat due to 
the favour of the Mother: 
Wa Sal SIDON TAT Mt WW 
Vea MILITA: feet Tat: fra: | 
Unis Wages wg aa: fred 
Ua mafana ANR HPI WWW 112 
“Rama killed single-handed the whole demon army in the terrible 
forest. Have not you heard that he alone killed Khara and DUsana etc. in 
the battlefield ? I alone am capable of killing the enemies gathered in battle 
like the lion the deer. I desire the only strength for me, the favour of the 
feet of Jagadambika.” 
He is also so much devoted to Bharadvaja that when the kingdom is 
offered to him he does not like his separation from him and says : 


REMO DUI UY lhl li sg faa 
qa Usama Wi t 

“What should I do ? My mind devoted. to your feet does not get away 
from them. Ifyou permit, I may carry on the administration from here 
itself." 

When however the sage does not agree he $oes to the kingdom and 
shows himself to be the most just and kind-hearted ruler. He asks his 
minister to so arrange the things : 

EXE WI bur: agafar wi fare vae] 
PUTO: SRTTTHÍSTHT: TET: ls i 


oF Fourth act, p. 63. 
2. Sixth act, p. 85. 
3. Sixth act, p- 87 e 
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Sa renr + aa uaaa maru wea a fasdq 
ward ta wi ang Haat east qub uum 11 
“Let the people sleep happily without any anxiety, keeping their doors 
open; let the watchmen keep watch on every path protecting wealth; let no 
unhappiness come to anybody; let there be no gambling den in the kingdom; 
let nobody offer bribe for having something done for him; let happiness reign 
in the whole kingdom.” 
SudarSana would not permit any injustice in his kingdom; no oppression 
of the weak by the strong : 
Ta NATAT AA XTSH Wer T | 
-qa fada arfa a arta aaa dt 
"Let there be no transgression of morality in my subjects living in my. 
kingdom anywhere, nor should the strong oppress the weak in anyway, 
Sasikala—She appears in the play only for a short while. She has a' dream 
wherein she finds her hand being offered by Jagadamba Herself into that of 
Sudarsana. Since that time she makes up ker mind to marry Sudargana 
alone. She declinesto go to the Svayamvaramandapa too. Says she: 
ae agar wur, at ga: a aa Ta 1° 
"I will not go for Svayamvara. Whomsoever I have chosen I have chosen,” 
Her firm resolve for SudargSana impresses her mother too who was 
earlier persuading her to go to the Svayamvara. Says she: 
«rg, arg. sfero aeu | ar Meat: | wea Gears wg d raraga ENTRY 1i 
"Well, well, don't cry my dear child. To-day itself I will marry you 


to Sudarsana.” 

Bharadvaja—He is the friend, guide and philosopher for Manorama and 
SudarSana. He offers protection to the mother and the son even at the risk 
to himself. He is kind-hearted for the afflicted but very firm for the 
oppressors. He plainly tells the minister of Yudhajit to go back. He warns 
him of dire consequences when he threatens him : 


feudi afer was] Grad aay | 
— faratfrat afas yo fr a aat smt 1° 


Sixth act, p. 90. 
Sixth act, p. 91, 
Fourth act, p. 64. 
Fourth act, p. 65. 
Second act, P. 22. 


o2 Bo t 


caa 


` 


esu x22, . he 
| ^ J 









van te XY. 
nw vn ys - w 


"Je ru are lene women d marti m drm 
; 4 5 
" -a * 


m 
Rn 





em x JN ^ 
2 "ow mah 





















` a 3 LUN $ - 
p + a don TNN ee AX n^ f Re E 
“, de rh : ire ij. i a=, |S S. 
j "^ " Mor L^" Poe! 
SAS 2L ET NON 
«7 yn 


SANSKRIT DRAMAS OF 20TH CENTURY : 


"Why should you be so haughty adopting the ways more lowly than 
those of even a dog ? Have not you heard of. Vi$vámitra and ViSistha O 


fool ?" : 
( He refuses to hand over Manorama and Sudar$ana to him and 
with an air of finality : i 
í . weo ag fanaa ag farafe | "d qwatsiew it 
"Go and do whatever you like. I am ready, | m IT 
: He directs the activities of SudarSana at every step. It is he who 
asks him to go to Kashi and attend the Svayamvara of Sasikala, the daughter 
ORE ofthe ruler of Kashi. Again, towards the end it is he who successfully 
3 cs | persuades Sudarsana to get back to his kingdom and govern it according to 
rer the highest principles of Indian morality. | 
E | Yudhajit —He plays a villain in the play. 
and tries to capture Sudarsana and Manorama on 
vara of Sasikala where he along with other kings has come. 
inflicts on bim a crushing defeat and is able to recover his lost kingdom. 
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Bhübhároddharanam ee : 


INTRODUCTORY 
«The play Bhübharoddharanam is written by Mathura Prasad Dikshit. 
It is based on a Mahabharata episode. It is divided into five acts and is 
published by the author himself in 1960. Itis a tragedy in contravention 
of the rules of Bharata and others. 
PLOT | : 
First act—It opens after Nandi. The Sttradhara and Nati are shown 
conversing with each other. Nati has her doubts about the audience 
appreciating a tragedy but the Sütradhàra tells that the author limits himself 
to the narration of known facts; he cannot be held responsible for what they 
lead to. It is immaterial if his composition is a comedy or a tragedy. 
After this Krsna appears on the stage. Gandhari has cursed Krsna's family 


that the whole of it would perish in a single day. Krsna hears the cries of. 
the earth. He thinks that the earthis now trembling under the sins of the. 


Yadavas and their end is drawing near. 

Then enter two brothers Raukmineya and Samba playing tennis. They 
are informed by an elderly Yadava that their father has invited an omniscient 
sage. Raukmineya and Samba want to test his knowledge. Samba puts on 
the dress of a woman and by placing a big cloth and an iron plate on his 
belly tries to pose a pregnant woman. Raukmineya covers him from all 


sides and takes him to the sage to enquire as to whether he would give birth | 
toa boy ora girl, The sage flies into rage on seeing him and says that he - 


would deliver that thing which would make the whole family of the Yadavas 
perish. They all return from that place disgusted. The elderly Yadava is 
very much upset when he comes to know of all that has happened. 

Second act—Narada is going to meet Krsna. On the way the same 
elderly Yadava informs him that the two boys, eager to test the knowledge 
of the sage Durvasas have enraged him by their behaviour. Narada is also 
very much worried to hear the whole story. He goes to Krsna and asks him 
about the whole incident. Krsna tells him that what is destined must surely 
happen. Narada asks Krsna as to why he is feeling so sad. Krsna tells him 
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that Aniruddha is missing since long and there is no news of him up till now. 
Narada informs him that Aniruddha is safe in the house of Vanasura. Krsna 
is very much surprised at this. He cannot make out as to how Aniruddha 
could be there. Narada explains the whole thing to him and says that Usha, 
the daughter of Vànüsura has fallen in love with Aniruddha. That is why 
her father has kidnapped him to his place. Vánüsura is a great warrior and 
a devotee of Siva. Thatis why he has become powerful. Krsna is happy 
at the good news about Aniruddha but is terribly angry with Vanasura who 
has kidnapped him. He prepares for war against him. Vànàsura and 
Krsna have terrible fight. At last Vànüsura is defeated and says that he will 
send Aniruddha with his newly wedded wife Usha to Dvaraka and will meet 
his grandmother Rukmini there. 

Third act —Raukmineya and Samba exchange hot words with Satyaki in 
the very presence of Krsna. Their war of words soon leads them to use 
weapons against each other. Krsna thinks that the moment for destruction 
has arrived but their fight is abruptly ended by the call of their mother. 
Krsna also, asks them not to fight. Meanwhile Narada tells Krsna that an 
astrologer has predicted that Dváraka will be submerged under water after 
a week. So it is better, suggests he, if all the women and children are sent 
to a safe place like Indraprastha. Arjuna undertakes to escort them. 
Narada expresses his doubt about Arjuna's capacity to provide them with 
the necessary escort. But Arjuna is proud of his Gandiva which he says is 
enough to deal with everybody. None dare harm him aslong as he has his 
Gandiva with him. After this we have a few lighter moments when the 
Vidusaka too offers himself for the services of the women and children. 
He says that he will accompany Arjuna and when the queens require water 
he will bring that for them. 

Fourth act—Arjuna leaves for Indraprastha with all the women and 


children of Dvaraka. On the way dacoits relieve the queens of all their ` 


ornaments. To his utter surprise and discomfiture Arjuna's Gandiva does 
not work and is snatched away by the dacoits at which he becomes totally 
helpless. Heis very sad at this. Meanwhile Narada appears there and 
consoles Arjuna. Arjuna tells Narada that until now he was very proud of 
his bravery and Gandiva but now he has come to realize that all his power 
and for that matter all the power of Gandiva was due to Krsna alone, He 


has now shed off his pride and conceit. Krsna has given hj 
this incident. Narada tells Arjuna that Bee M ESSO through 
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On the other hand the whole city of Dvaraka is about to be merged in water. 
Krsna asks Samba to tell the citizens to vacate the city. 
Fifth act—In the fifth act Krsna instructs the people about Yoga. As a 
result their ignorance vanishes and they feel uplifted, On the other hand 
Satyaki, Simba and Raukmineya fight with one another, and perish, 
Krsua broods over the extinction of his family and feels sad. He lies under 
a tree with a foot tucked on his leg. A hunter from a distance notices the 
eye-like sign on it (foot) and mistakes it for a deers eye. He strikes it with 
his deadly arrow. But when he comes near he realizes his mistake. He is 
filled with remorse for what he has done end apologizes to Krsna who 
affectionately tells him that it was not his fault. When he appeared in this 
world as Rama he had killed Valin from behind the trees. Now that very 
Valin in his form has avenged that murder. He asks him to make good his ` 
escape in the forest lest Balarama who is coming hither should kill him. After 
sometime Balarama comes there and asks Krsna as to who injured him. 
Krsna tells him the whole story. Balarama is furious and wants to kill the 
man who injured Krsna but Krsna pacifies him. Balarama wants to end his 
life by throwing himself into the sea before Krsna's death. After the 
destruction is complete Narada appears on the scene and utters the Bhara- 
tavükya with which the play comes to an end. 
CHARACTERIZATION 
Krsna— Arjuna and Narada are the well known characters of this play, 

Krsna is a powerful king no doubt but his own sons and grandsons 
disregard him and in spite of his dissuasion they go on fighting with each 
other. Krsna knows that the end of his family is drawing near. That is 
why he takes all the events with a philosophic calm. Even the hunter who 
injures him is forgiven by him. 
Arjuna—is proud of his bravery and Gàndiva but he does not know that the 
time has come when all'his power would depart from him. A great warrior 
once he is badly treated by the dacoits and is even deprived of his Gandiva. 
It is at this time that he realizes that all his power was given by Krsna and 
that left to himself he is powerless. 
N arada—is a typical character. He is to be found everywhere and knows 
each and every thing. He carries all types of messages to all the four corners 
of the earth. 
CRITICAL APPRECIATION 

Out of the two mythological plays of the author, the Bhübharoddhara- 
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nam, as pointed out earlier is a tragedy. To the doubts about the tragedy 
attracting the audience : | 3 MA i det : 
 wrfer—mgne ! wd asitgay, magagaan garafi mestüta 
faàfaa sedata i es rd 
, "Marisa—My Lord ! Everything is ready but on account of the non- 
mention of tragedy by Bharata, our opponents may criticize it." 
the Stage Manager replies : 
gara WT Gated WT ales XUT ala: | 
aata Agda ta areacaacate 1? 
“A poet writing a tragedy or comedy will have no blame coming to him 
if he confines himself to mere statement of facts.” is 
The author has incorporated into his work some popular words of 
English too, as for example, badminton? and tennis‘, Occasionally he 
Sanskritizes them, as for example, English photo becomes vwiz? at his 
hands. T 
Out of the two plays the Bhubharoddharanam has quite a few beautiful 
philosophical sayings. When the hunter injures Krsna with his arrow and 
later discovers his mistake he feels apologetic. Krsna then consoles him by 
saying ; 5 ; 
gm waada ar aat yout safaia a 
fas qa aed qd aan afafa 11° 
“Whether great or small every one reaps the fruit of his actions. I 
have reaped the reward in this birth of what I did in my previous birth by 
hiding myself behind the tree. : 
Krsna here propounds the inexorableness of the law of Karma. Apart 
from these sporadic utterances there is a detailed philosophic discussion in 
this play (the Bhubharoddharanam) in the beginning of the fifth act. It is 
not clear as to what the author aimed at by introducing the high philosophy 
there. The scene laid there seems to have no significance so far as the 
drama is concerned though it very well brings out the author's grasp of some 
1. First act, p. 2 k pos ; 
2. Ibid., p. 2. À ! SETS ea 
9. Ibid.. p. 2. | I 
4. Ibid., p. 3. 


9 Second act, p. 10. 
. 6. Fifth act, P. 26. 
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of the fundamental problems of Indian philosophy. While speaking of 


creation the author gives the fourfold division of the living beings—Jarayuja, 


andaja, svedaja and udbhijja.1_ He further divides them into five on the 
basis of the number of their functionary organs. He says that the beings get 
separated from Brahman as do the sparks from fire, enter into the body con- 
stituted of the five actions which bind them. F reedom from (the miseries) of 
the world is possible in two ways either by Yoga which means the ‘control of 
the mind (cittavrttinirodha)? that would automatically (svata eva) lead a being 
to realize the nirvibalpa Atman which is non-distinct from BIRDS and by the 
performance of the actions without attachment. Yogins too are divided 
into two, the yubtas and the yuiijdnas, the former being the onesto whom 
the entire creation appears crystal clear and the latter being the ones whose 
true. knowledge is coloured by the knowledge of the other knowable objects. 
The non-attachment to actions is illustrated by an interesting episode from 
Janaka's life. Once he (Janaka) got tasty meals prepared for Nürada and 
had a snake installed on it which looked as if it was about to emit poison. 
After the meals Janaka enquired of Narada about the quality of the meals. 
To this Narada replied that due to the fear of food poisoning he could not 
know it, Janaka smiled and said "I too perform actions inthis way (aham- 
apyevam eva karmāni baromi). After narrating this Krsna utters the follow- 
ing Sloka which sums up his philosophy : 

| marda faa SW TRU anarate | 

| TÀ qu egent ni afr egari 113 

“I too perform all actions in this way. Ido nothave even an iota of 
attachment to them, nor do they have any effect on me.” eo: 

After this discourse all those present in the assembly feel uplifted. 
They all say, like Arjuna in the Gita, that their ignorance is dispelled : 

matsen Ate: (cp. Gita—avet alg:) 

As said above, this discourse, though useful, has no dramatic 
significance. The mention of Vasudeva and Nanda going to heaven . 
(agzat CIT TST: ) coming close on the heels of WaIStATH "la looks too 
abrupt. The author should have adopted a more rational device to tell us 

J Ibid., p. 23. 

2 Ibid. 

3. Ibid. p. 24. 

4 Ibid. : 
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of the death of the two. Further, the description of a fray among Satyaki, 
Samba and Raukmineya etc. immediately efter they had all said gato 'smükam 
mohah looks odd though justification for it may be seught in the inexorableness 
of the curse of Durvásas which could turn even some of the very best minds 
into brutes. : 

About the author's other play, the BhaktasudarSananatakam, we cannot 
help remarking that though possessing cohesion it is too blatantly propagandist 
to cause a little bit of aversion to the modern critic. The whole play revol- 
ves round the devotion to Jagadamba. So far so good. But too much re- 
course to stotras in praise of the goddess and too much of recourse to devices 
which would project her into the play do take away a little bit of stage- 
effect from the play. The playwright should have depended more on the 
events, how they unfold themselves for creating effect rather than cliches 
which are time-worn and have become antiquated now. Perhaps the devo- 
tee inthe playwright is irresistible and forces himself into the open a trifle 
too often. 

The works are full of misprints some of which are pretty bad, as for 
example : evameva pratiyate, dgatah paryavasdnam asya! where the visarga 
in place of the anusvara in @gatah changes the complexion of the sentence 
and makes it look atrocious. 


Even apart from printing errors there are found in them some other 
errors too. In the expression @gacchatu agacchatu Arjuna? the use of the 
third person in agacchatu or the vocative in Arjuna is not proper. It should 
either have been @gaccha agaccha Arjuna or agacchatu agacchatu Arjunah. 
The use of acibathat? too is irregular, the sanvadbhava to it being clearly bar- 
red by Pan. naglopifüsvrditàm. 

It will not be out of point to mention here one other defect in the 
writing of the author. It is superfluity and redundancy. As instances we 
may mention the following : 

In areca safar aq aaafad qafasga tha causal suffix in 
raksayisyati is unnecessary. The idea is that Jagadamba will protect 


1. Ibid., p 25. 

2. Third act, p. 16. 

3. Ibid. 

4. Bhaktasudarsananttakam, Second act, p. 29, 
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Sudargana. The simple raksisyati would have done here. The causal suffix 
here does not serve any useful purpose. Again in 

Prerereasit uf sant etf array! 
out of pranauti and stauti any one would have done, for both mean the same 
thing. If,however, the idea here is that of namasbhüra and stuti then 
pranamati should have been used in place, of pranauti for pranauti formed 
from nu 'to praise', would not ordinarily yield the sense of bowing. Again in 

"fb Tia menpepeuweb Yaa qu 
and 

fraag ver frag: ferat? 
ka is not only unnecessary but confusing too. To use the word mulaka when 
the idea is simply that of mula is highly confusing. Mllaka is the name of a 
kind of vegetable. Similarly ba in Sisyakagana is added unnecessarily 
Possibly on account of the exigencies of metre. Ka can easily yield the 
sense of group (samuha) and if it is taken in that sense gana with it would 
be unnecessary. If it is just a padding then it does little credit to the poet 
in the writer. 


The author has also the tendency to reproduce the actual lines from 
the earlier works such as : 


fay at afaa ag at aay 14 
or to take their sense and express it in his own words, 
3 areca TTR MT THU | 
rrr fee 15 | 
which cannot but remind us of the Upanisadic line : 
AJAT TW OQ MAT AAT GUT: | 
aa Wd A afer FF araga wa: 116 
Or to adopt the older lines : 
Wd wag gens WD PRIRA, WHW 
and to fit them into a verse of his own creation : 


as for example, 


1. Bhaktasudarsananatakam, Second act, p. 34. 
2. Ibid., p. 21. 

3. Ibid. 

4. Bhubhüroddharanam, Third act, p. 18. 

5. Ibid., Fourth act, p. 21. 

6. Isopanigad. 
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wa weg ghe wr mu weafag Wad | 
| dat SS WTAE: EST: FATT TAT 11> 
Orto paraphrase the older line, as for example : 


E Farrer afatia fana? 
which is merely a paraphrase of 
faararatet farthrafe: i : 


Occasionally the author also resorts to the use of such Sanskrit words 
and expressions as are nearer Hindi, as for example, tapa? for Hindi tava, 
kirtanam vidadhanah! for Hindi “ia FLAT gur | qunm? for Hindi garaz | 
ger A at aaae for Hindi gaia 3; grep Aer ara faon fear | 

Before we conclude our critique on the plays of the author we cannot 
RR but take note of the use of Hindi by the VidUsaka in the Bhübharoddharanam. 
D. Probably the author believes that Prakrit hasoutlived its utility and there- 
E. fore must either be given up or replaced by modern vernaculars. This is a 


break from the past, a very important break of course, which would bring 
Sanskrit drama nearer the common people. 


= 1X. Bhaktasudarsananntakam, Sixth act, p. 96. 

.. 2. Ibid., Second act, p. 23. 

gk 3 Bhubharoddharanam, First act, p. 4. 

- — — — 4. s Bhaktasudargnnanatakam, Third act, P 36. 
ev A : =, 5 Ibid., Sixth act, p. S0 

ate ey Didy Fourth act, p. 65. 
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Kautsasya gurudaksina 


INTRODUCTORY 
This one act play is written by Vasudeva Dwivedi. Though the theme 
is old still its presentation is new and original. The aim of the author is to 
give an idea to modern society of the type of relation that existed between 
the teacher and the taught in ancient society. The plot of the play is taken 
from the Raghuvam§$a’s fifth act. The story pertains to the sage Varatantu 
and his pupil Kautsa. 
PLOT 
First scene—In the hermitage of sage Varatantu, Kautsa is preparing 
to leave for his home after finishing his education. He wants to give some- 
thing to his teacher as final fee, daksing. His teacher Varatantu is very 
much pleased with his extraordinary talents and loves him very dearly. He 
tells Kautsa that he need not give anything to him but Kautsa's too much 
insistence infuriates him (Varatantu) who then demands a heavy sum. He 
asks Kautsa to bring fourteen crores of mudrüs. Kautsa is astonished to 
hear this demand but true to his word he proceeds to fulfil this demand of 
his teacher. He goes to king Raghu because he knows that only he can fulfil 
his demand. | 
Second scene — King Raghu is sitting with his Guru Vasistha, ministers 
and counsellors in his assembly. He asks permission from his Guru to give 
in charity his whole kingdom and everything which he possesses. Vasistha 
agrees to it. The king orders that all his treasures should be given in alms. 
He even gives away his golden pot and keeps for himself only an earthen 
one. Justatthat time Kautsa reaches there but when he sees only an 
earthen pot in the hands of Raghu he is very much disappointed. The king 
welcomes him and asks the purpose of his visit. At first Kautsa does not 
disclose it but when the king persists he tells him the whole story. The 
king assures him that his wish would be fulfilled. He has only to wait for 
two daysin the Yajnasala. Kautsa is very happy to hear this.. He goes to 
the YajfiaSala. King Raghu orders his army to prepare for an attack on 
Alakapuri, the capital of Kubera, from where he hopes to procure huge 
wealth to fulfil the requirement of Kautsa. 
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Third scene—The army is ready for attack. The minister comes and 
informs the king that they should proceed forward. Just at that time the 
treasurer comes and informs the king that the empty treasury has suddenly 
become fullof gold. . All are very happy and astonished at this extra- 
ordinary happening. The king orders that the whole treasure should be 
given to Kautsa but Kautsa takes only fourteen crores of mudrās and leaves 
that place praying that he (the king) be blessed with a.son. He (Kautsa) 
proceeds towards the hermitage of.Varatantu to offer him daksina. 

Fourth scene—The sage is repenting for what he has done with his 
beloved pupil. He thinks himself to be responsible for the hardships 
the youngster (Kautsa) may be suffering to procure the money. Meanwhile 
Some students of the hermitage inform the sage that Kautsa is coming 
towards the hermitage. Varatantu is happy to learn this and eagerly waits 
for him. Kautsa comes, offers the fourteen crores of mudrds and relates to 
him all that happened at the palace of Raghu. Varatantu is very much 
pleased to hear the whole story and asks Kautsa to enter into the second 
stage of life i. e. the grhasthasrama. He blesses him and utters his good wishes 
in the form of the Bharatavakya 
CHARACTERIZATION 

As is obvious from the title itself the drama is connected with the life of 
Kautsa. The theme of the'drama circles round the most Important incident 
of his life. We learn from it that full dedication and complete obedience 
pays much in life. He (Kautsa) is the most beloved and talented pupil of 
his teacher. The king wants to bestow upon him the money and that he. is 
the rightful owner of the whole treasure but Kautsa is a true Brahmacárin. 
He refuses to take evena penny more than what he requires : 

aka: agn | afg 9 afarer omer sated fafa far TAT Uq F 
Wh ATI WI TN p std g Rat qexfenmrd agian: 
UGA Ua mig warmer] ashe qafa gai WalqaT- 
waister 11 | | 

"Kautsa-My Lord, I have nothing to do with more wealth. Learning, 
penance and renunciation are the real wealth of us, the Brahmanas. I have 
come only to get the fourteen crores of gold mudràs to offer to my teacher 
as fee (daksing). Iam unable to take even a single mudrd more than that." 

In these days when the bonds of love between the teacher and the 


1. P.9. 
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pupilare loosening and there is indiscipline among students the present 
drama isa welcome attempt to putthe whole thing in proper perspective 
by retelling in simple words the age-old story of Kautsa and Varatantu which 
presents before us the highest and the noblest ideal of student-teacher 
relationship in ancient India. 
CRITICAL APPRECIATION 
This is a small play of only twelve pages and as a piece of literature 
has little merit in it. For its verses it depends upon the Raghuvam$a. The 
prose portion seems to serve merely the purpose of introducing them. In 
this way it (the play) is reduced to a mere running commentary on the 
Kalidasan verses. The play tells the story of Varatantu and Kautsa in 
rather a prosaic way. The prose, the author's contribution, does not have 
the classical ring about it. The influence of Hindi on it is unmistakable, e, g. 
nahi iyam hathavádità Sobhate tubhyam!. Occasionally grammatically 
incorrect forms too are found, as for example, the forms mrnmaya? where the 
cerebralization of the dental n is uncalled for, anugrhitavyah® where the 
Samprasárana is not possible, priyasakha! where the samāsānta fac enjoined 
by Pan. 'rüjihahsakhibhyas tac’ is avoided. The very expression ekanki 
nütakam? though very popular in Hindi is certainly not tenable in Sanskrit. 
It should be ekabkam nàtakam. | 
In the beginning of the work the playwright gives us a simile which is 
refreshingly modern : 
aa sp faerat aar gaan car adat aren Parm fuere faaara- 
aziat wate 1° 
“Just as the passengers become impatient of the delay of a train similarly 
the audience too becomes highly impatient of the delay in the presentation 
of a play.” 
The motive which inspired the playwright to go in for the present play 
has been very beautifully and succintly put forth by him in the form of the 
Bharatavakya : 


I 
2 
3. 
4 


5. 
6. 
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aerate: frar gra: faa: | 
MaR: RAA AT AAA ATLA dU! 
“May there be everywhere in India pupils who are obedient, teachers 
who love their pupils and graduates who have good character.” 


1, P. 12. 
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Chayasakuntalam 


INTRODUCTORY 

The play ‘Chayadsakuntalam’ is written by J. T. Parikh of M. T. B. 
College, Surat. Itis one act play consisting of 25 pages. The author 
has published the book himself in 1957. | 

It seems that the author is inspired by the third and the fourth acts of 
the Uttararimacarita of Bhavabhüti when he introduces the shadow of 
Sakuntala in his play. Both Sita and Sakuntalà suffered alike in their life. 
The only difference is that while the separation of Rama and Sità was 
permanent, the separation of Dusyanta and Sakuntalà was temporary; both 
were reunited after a time. : 

Though the present play has an old theme, the author has presented 
it in a new way. In essentials the story is the same but the author has 
introduced some pleasant innovations in details. He has placed Sakuntala 
on a higher moral plane. He has made Dusyanta more sublime and guilt- 
conscious. Above all, he has united them at that place where there was ‘no 
possibility of their union. 

PLOT 

— Nymph Sanumati, the friend of Menaka (mother of Sakuntali) comes 
to know that Dusyanta is returning after defeating the Asuras at the instance 
of Indra. She believes that he will surely halt for a short-while in the 
hermitage of Kanva. She then thinks: “Why not take Sakuntala to the 
hermitage where she can have a glimpse of her husband ?. She discloses this 


= desire of hers to Marica. Mārīca happily agrees and bestows upon her the 


power of being invisible so that Sakuntalà might be able to see everyone but 


nobody will be able to see her. ` 
-Süánumati makes Sakuntali invisible and brings her to the hermitage of 


Kanva. She is received cordially by the AgSramadevata. All the inhabitants 
of the hermitage tell her that Maharsi Kanva has gone to Himagiri and 
Gautami has followed him. Nobody wanted to stay in the hermitage after 
they heard the tragic story of Sakuntala’s banishment from the kingdom of 
Dusyanta. A$ramadevatà asks Sánumati as to what happened to Sakuntala 
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when Dusyanta repudiated-her. Sanumati tells her that (Sakuntala’s mother) | 
Menaka appeared in the form of light and took Sakuntala away to the 

^ hermitage of sage Marica. Up till now she is staying there and is blessed with 
a son who is five years old now. 

Meanwhile, Dusyanta enters the hermitage. “He cries bitterly when he 
sees the same old places where he had met Sakuntala for the first time. He 
is so sad that he falls into swoon while reviving old memories. Sanumati 
asks Sakunteld to touch Dusyanta so that he may regain consciousness. 
Sakuntala acts accordingly. Dusyanta regains consciousness and starts 
lamenting again. At the same time AnasUya comes there. She shows him 
the old places and relates the incidents connected with his first encounter 
with Sakuntala. Dusyanta is miserable beyond limit when he hears about 
those incidents from the mouth of AnasUya. He thinks himself guilty of an 
unforgivable blunder because when Sakuntala herself reminded him about 

- - those incidents he thought them all made up and insulted her for being a 
treacherous lady. He tells Anasuyà that when he could not recognize 
Sakuntala she was taken away by a form which was all light. After that he 
does not know anything about her whereabouts. At this moment Priyamvada 
also comes. She tells them that all this tragic incident was the result of a 
curse which Durvasas had pronounced on Sakuntalá while she was absorbed 
in the thoughts of Dusyanta. Even Sakuntalá does not know anything about 
it (this curse). Priyamvadà further says that she requested the sage not to 
be so harsh on the innocent girl but he did not listen to her. He only told 
her that when the king would regain the ring only then would he remember 
the whole incident, Dusyanta is so upset by this pathetic story that he falls 
into swoon once again. Sakuntala again touches him and he regains. He 
takes leave of the two friends and apologizes for making them sad once 


again. Sakuntala feels happy and sorrowful at the same time. She is happy 

because she has a glimpse of her husband. She is sad, because she has learnt 
E that the whole tragedy of her life is the result of a curse. She then leaves 
TO for the hermitage of Marica with Sanumati. | 
E CHARACTERIZATION | 
s Dusyanta— Dusyanta of ‘Chayasakuntalam’ is more pensive, thoughtful, | 
E repentent and guilt-conscious. The guilt which he could not confess openly | 
Eg in.the palace as a king he confesses in the hermitage and he gives way to his i 
emotions without any hesitation. There in the hermitage he is not a king 
but a common man who is free to Jament his cruel fate. Thus says he: | 
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AAT ANIRAA Gaeta — 
fafa eag etsqerarte: 0 
saaana eut Taka quib ul : 

“At the sight once again of the hermitage of the sage Kanva—the fire 
of tepentence with hidden flames, burning all these days, consuming my 
senses is completely stupefying me.” 

He has not forgotten the soft touch of his beloved wife even after the 
lapse- of six years. When he falls into swoon Sakuntali touches him. He 
at once recalls that soft touch and comes out with the following words : 

SSTWICHexIfenq ATTA AT J Tec: 
aus: Wer a afer wa freaeafirfirc: i 
firarerfererst fea feft ar fey ve: 
aa Alera fer fera asitaafes a: 1? 


"(O what is this ?) Is it a shower of nectar from the moon or is it.a thick 
sandal paste or is it a cool spray sprinkled as it were with lotuses or is it the 
long familiar soft touch of the hand of my beloved on my cheeks that has 
revived me from the stupor of my swoon.” 

There is no doubt that the softness of the touch is the same but when 
he cannot see Sakuntala and the touch too is experienced for a short while 
then he cannot decide as to what it can be. He is perplexed and says: 

saa: faug afafa ua fe aT 
ara g at faga aafaa + ata 1° 

He thinks his experience may either be due to dream or mene 
confusion or hallucination. 

He laments bitterly. He says that like a foolish man he insulted his. 
wife when she herself came to him. Now how can he find her in the forest? 
It is like a cry in the wilderness: : 


waa R afa ag Tt JA- 

fatterardiar faf gaa da feum t . 
qq CAchl Blea AT nafaa g Fear ` 
faat ase ara fa faxarcorefearg Ut 


1. Verse 10, p. 6. 
2. Verse 13, p. 8 
3. Verse 15, P. 8. 
4. Verse 17, p. 9. 


1 
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when Dusyanta repudiated-her. Sánumati tells her that (Sakuntala's mother) 
Menaka appeared in the form of light and took Sakuntala away to the 
hermitage of sage Marica. Up till now she is staying there and is blessed with 
a son who is five years old now. age 

Meanwhile, Dusyanta enters the hermitage. He cries bitterly when he 
sees the same old places where he had met Sakuntala for the first time. He 
is so sad that he falls into swoon while reviving old memories. Sanumati 
asks Sakunteli to touch Dusyanta so that he may regain consciousness. 
Sakuntala acts accordingly.  Dusyanta regains consciousness and starts 
lamenting again. At the same time AnasUya comes there. She shows him 
the old places and relates the incidents connected with his first encounter 
with Sakuntala. Dusyanta is miserable beyond limit when he hears about 
those incidents from the mouth of Anasüya. He thinks himself guilty of an 
unforgivable blunder because when Sakuntali herself reminded him about 
those incidents he thought them all made up and insulted her for being a 
treacherous lady. He tells Anastya that when. he could not recognize 
Sakuntala she was taken away by a form which was all light. After that he 
does not know anything about her whereabouts. At this moment Priyamvada 
also comes. She tells them that all this tragic incident was the result of a 
curse which Durvasas had pronounced on Sakuntalà while she was absorbed 
in the thoughts of Dusyanta. Even Sakuntalá does not know anything about 
it (this curse). Priyamvada further says that she requested the sage not to 
be so harsh on the innocent girl but he did not listen to her. He only told 
her thet when the king would regain the ting only then would he remember 
the whole incident, Dusyanta is so upset by this pathetic story that he falls 


Dusyanta—Dusyanta of ‘Chayasakuntalam’ js more pensive, thoughtful 
repentent and guilt-conscious, The guilt which he could not ! | 
in the palace as a king he confesses in the hermitage and he id 
emotions without any hesitation. There in the hermitage Rel 
but a common man who js free to lament his cruel fate, 


fess openly 
S way to his 
not a king 
Thus says he : 
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AAT WIRATA qud — 
ferrara qelag «Hs: d 
saaana egt quen qi WW di 
"At the sight once again of the hermitage of the sage Kanva—the fire 
of repentence with hidden flames, burning all these days, consuming my 
senses js completely stupefying me." 

He has not forgotten the soft touch of his beloved wife even after the 
lapse- of six years. When he falls into swoon Sakuntala touches him. He 
at once recalls that soft touch and comes out with the following words : 

SETWIGUReRIfeBH HAANEN USES: 

aus: Bat wr fafuw qa frereefarfüre: 1 
farrier fa ar fry ae: 

aii Herat feafacate ditaan a: n? x 

“(O what is this ?) Is it a shower of nectar from the moon or is it a thick 
sandal paste or is it a cool spray sprinkled as it were with lotuses or is it the 
long familiar soft touch of the hand of my beloved on my cheeks that has 
revived me from the stupor of my swoon.” 

There is no doubt that the softness of the touch is the same but when 
he cannot see Sakuntala and the touch too is experienced fora short while 
then he cannot decide as to what it can be. He is perplexed and says: 

cara: fama uff wa fe ar 
aar g at feu aafaa + art 1° 

He thinks his experience may either be due to dream or mental 
confusion or hallucination. 

He laments bitterly. He says that like a foolish man he insulted his 
wife when she herself came to him. Now how can he find her in the forest? 
It is like a cry in the wilderness: 

equ te HIC. agar WW JA- | 
fanterie feaft gad aa faxeay d | 
vu Weal Heal WW HAA J Foray s 
faat ase aa fa faarcursfaam it 
1. Verse 10, p. 6. 
2. Verse 13, p. 8 


3. Verse 15, P. 8. 
4. Verse 17, Pe 9. 
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“You recovered her like Laksmi herself in your house but your heart 
was somehow indifferent towards her on account of ignorance. The beloved 
was forsaken by your own self. How could she now be obtainable to you ? 
How sad ! When fate is adverse stop crying in the wilderness." 

Anasuya and Priyamvada show him the places where he had his first 
taste of love with Sakuntala. His heart breaks when he sees those places. 

That is why he says : 
a fan ! gau fesatsdt maai afacafed i 

He Condemns himself by saying that while even the animals like deer 

believed Sakuntala it was he who failed to believe her: 
Raada va (gfxwrer) | ag VXHSHRIGPTETT SDPSTUTUT: D 

"Yes, they (the deer) indeed trusted her. It was I who did not trust 
Sakuntala." 

Another sentence also reveals his agony about his slow-wittedness : . 

MRSA Tal THA T aag Aragfa: P 

“Though Sakuntala tried to awaken my memory to that, yet, I was too 
dull-witted to remember it.” 

His love-stricken body has become pale all over. Anasuya describes 
his pathetic condition aptly when she says : 

Wales dfai agaga requie 
agat Stet Faxfaxearare safer à 
qg (Ier gammqanre afaa 
fret rerne xafa gad Aa ufu Wu 
. "O my friend does not your heart melt when your husband is in 
distress ? His lotus like face is dismal, both of his eyes are full of tears; his 
cheeks are emaciated and pale on account of the heat of long separation; 
his body is attenuated due to grief; his heart is crushed by repentence. - 
Sakuntal a—Sakuntala when in the hermitage is blooming with youth but 
after repudiation is suffering from the pangs of separation. She is changed 


very much, still she retains her charm. The ASramadevata describes her in 
the following words : . 


1, P.10 

2. Ibid. 

3. P 1l. 

4, Verse 26, p. 13, 
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MATA Mt ed faan 

&TWUT ast wat: WWW d 

waste <eatsfar fau: ate: 

suia guequeereW: p 
“(My child Sakuntala, I have seen you after along time) "Thou hast 
grown lank in body, sallow in face, and gloomy with long sorrow. Yet 
thou lookest comely though frayed like the bloom of the lotus blighted 
with winter (frost)." : 

‘Not only father Kanva and Gautami had left the hermitage the deer 
also had forsaken it in the absence of Sakuntala, Now when they see that 
she (Sakuntala) has come they return to the hermitage without knowing that 
she (Sakuntalà) has come only for a short while : 

STETIT AAT ANT 
anassa afa wei PTT | 
arcs faga wet 


gafa genia afa n? 

“The flocks of deer which had fled from the hermitage and resorted to 
the woods owing to their long separation from Sakuntalā have quickly 
returned and are leaping about with delight.” 

Sakuntalá's heart sinks when she sees the deer dancing with joy, She 
utters the following words to herself in a feelingful tone : | 

agaang ferm aga featsa I gagana agar aft Wo sted 
dread | fe gaai: 15 

“Sakuntala—Alas! such is your ill-fate that even the deer are distressed 
on account of you, not to speak of the kith and kin." 

She herself is so much overpowered with emotion that she falls into 
swoon. She cannot believe that Dusyanta still remembers her : 

FAA ACA TT We AAT emdh 
ave Hy carta ania ATaaTaTy 1.4 
" Alas! It is a long period of five years since that incident. How is it 
that thou rememberest a helpless creature like me.” 
1. Verse 5 p. 4. 
2. Verse 6. p. 4. 
sh DI: 
4 p.5. 
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Though she loves Dusyvante intensely, one thing pinches her very much. 
She cannot fogive him (Dusyante) for insulting her for nothing. When he 
falls into swoon Sanumati asks her to go near him and touch him. Sakuntala 


hesitates to do so and says : 
alee Sat Tepmerma far: i 
“I have no heart to £o near that man who forsook me without any 
reason, | 
| But when she comes to know from the words of Priyamvada that 
what happened was due to the curse of Durvasas, her anger melts away. 
AnasUyà tells Dusyanta about the she-deer who was pregnant, when he 
first visited the hermitage. , Dusyanta wants to see her young one. Sakuntala 
herself is overpowered by the motherly feeling towards the young one and 
is at once reminded of her own son who has had no taste of fatherly affection. 
The following pathetic words give a peep into the working of her mind : 
ET act WWW genfa a gatara qadhisaferaret aaaea sn- 
WHat Wemquuewfuawwugew t Bead frat aa we n? 
"Sarvadamana, my child, such is thy bad luck that even after the lapse 
‘of so much of time thy father has not kissed thy face soft like a freshly 
bloeming lotus with its red and soft row of teeth like the pomegranate seeds 
slightly visible because of gentle smile." 
— When Dusyánta àgaiü becómes unconscious Sakuntala once again wants 
to touch him. She cannot resist the desiré of hets' Of being near him even 


ED 


| in the presence of so many people. That is why she says: 


maiae Ta sar frat qure | 
l ateraratt salut aenda Aa TA 118 
"The strong desire of getting the pleasure of touching the lotus 


like face of my love even inthe presence of all prompts me to quit my 
modesty.” ` | HR 


CRITICAL APPRECIATION 

The author has taken the story from the 
Kalidasa but he has introduced his innovations too. He has shown Dusyanta 
and Sakuntala meeting'again for a short while j i 


TUE n the hermitage of Kanva 
and this time under completely changed circumstances and changed mental 


Abhijiiana-Sakuntalam' of 


l. p.7 
2. p. 12. 
3. Verse 48, p. 23 
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attitudes. Dusyanta cannot see Sakuntala but Sakuntalà can see him and 
hear every word he utters. By this meeting one thing which was pinching 
the heart of Sakuntalà most (viz. her repudiation and insult) gets solved. 
Sakuntala is completely a changed woman when she leaves the hermitage of 
Kanva after this short meeting with her husband. This original idea of 
J. T. Parikh has come out in the form of the play ‘ChayaSakuntalam’. 
The play having the story of Sakuntala as its theme the influence of 
AbhijiianaSákuntalam, the parent play, on its language was but natural. 
The ChayaSakuntalam verse 
cacy: fara wfafaw wa fe at 
ara g ar faga aaa W WD |i 
is only a reflex of the Abhijianasakuntalam verse : 
amt g aar p Afawat d 
fered qp drap s WU | 
aafaa qudd 
WRIT ATA VES RIT: tu? 
The ChayaSakuntalam verse 
fazat ur catia wr amet 
qrgeAd FHA We I 
is almost the same as the AbhijrianaSakuntalam verse : 


at faat catia marfa aT pe 
aTgeüd mfg a caer 1 7 
The ChayaSakuntalam verse : 
gerere. tararadaeat 
quer quera a at ad | 
TY CATA CTAATIT 5 
enfxsafa cdi aa: TUT NS gd TT 
is merely a paraphrase of the Kalidasan verse: ^ 
fafaraaedt WETHDUT 
atai afer a WTHSÍESRTN | 


* 309 Bs. 


1. Verse 8, p. 6. E e 
9. Sixth act, verse 10 p. 252, Abhijnanasakuntalam (V'ani Vilas Press, Srizangam) 3 
3. p. 16 DUE 4 5 a 
4. Fifth act, P. 224, Ibid. eu xs E 
5. p: 20. | i C i e 
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akafa cat 7 a atfaair a- 
Hal TAM: TIA mH U2 . 

In-the Abhijňānaśākuntalam both Anasūyā and Priyamvadaknow about 
the curse of Durvdsas* but in the present play only Priyamvada is shown to 
be in the know of it. The following conversation between AnasUya and 
Priyamvada would bear it out : | 

fraqet—aar a a qerrediserafu a afaa mf: 
mgar — aaay fafafa a afad aa t 
fata—anatradaat qerafurq i? 
The author is expert in drawing word pictures which describe human 
feelings. 
The natural beauty comes out in all it$ charming colours from the pen 
of the author : 
FY gnnmQgenrqe gag 
ELSE LEE SEES l 
WA aaga freq 
wer wa saft fear satan: 114 

“Where the summer days of me, the lover, in company with my beloved 
passed as if they were so many winks, in the bowers charming on account 
of the humming of the infatuated bees, and cool on.account of the beautifu] 
plantain trees on the borders," | 

Below we give a verse which draws a vivid picture of Sakuntala’s love- 
stricken body : 
aA WAL aaa fraai 
Star aa Ar: ufa | 
aasi xearsfer feit: ate: 
IT guum 115 
Simile is the author's favourite figure of speech a beautiful illustratio 
of which is provided by the verse : | 

3 I. Fourth act, p. 148, Ibid. 

* 2: Fourth act, p. 152, Ibid. 
e. 9. P.2l. 
E 4. Verse 7, p. 5. 
hoe 5. Verse5 p. 4. 
xt 
e 
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equ magr farfsrcatargesraferfer 
veu faia sanaaa urn | 


aanrader equ qur Tgn 
wad amt ct naaa grea Dra ut 

"How could you be easily recoverable now when you were forsaken 
by my own self like a string of cool pearls and jewels trodden under the 
feet; like a lotus plant thrown into the burning fire; and like ambrosia thrown 
into a mass of mud without tasting it even.” 

The poet is very good in the depiction of the sentiment of pathos too. 
An example of it is given below : 

Wa d datara Aad 

facut farmer feque fuu | 
TUS: Ade SP ofa TWAT PTS: 
far rena wafa a wet Ash HET N? 

“This your lover is bearing, as ill-luck would have it, a face resembling 
a withered lotus constantly pale on account of the heat of long separation 
and is in a swoon with the senses lost and rolling onthe ground with his 
drooping limbs. How is it that you show no sympathy to him when he is so 
much distressed.” 

Among the other similes mention may be made of the one where the 
ASramadevata points to the charm of Sakuntalà "even though her face has 
become listless and her body emaciated very muchlike the beauty ofthe 
autumnal lotus marred by the chilly winds”: 

eura wafa fg: ate: 
afa graa: s | . 

The simile is employed with a good effect to compare the knitting of 
the eye brows and side glances etc. of Sakuntala with the deer — the deer 
instructing Sakuntala in all these as it were: 

saagaa anaa 


dfaa: gT x fag 1 


1. Verse 34, p, 17. 
2 Verse 47, p. 23. 
3. Verse 5, p. 4. 
4. Verse 9. p. 6. 
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In one verse the touch of Sakuntala is described like the moon and the 
soft fibres of the lotus stalk: 
A: uq PALA AA YHeT: 
eftt garagara: fram: 1 
The whiteness of the hand of Sakuntalà is compared to the soft 
interior of the broken plantain tree : 
equ: a us fud waritfrre- 
maiaa: frarar: | 
The poet occasionally gives us prose in a high-flown style : 
Er Wer wee ‘Seats q guia edidere are mafea- 
erfesrefterenroteeresarafer senngesfuagaenrges + yftad far qa quaa i 
Every century has a particular code of morals. Certain things are 
expected from a particular character. Dusyanta of the Mahābhārata could 
not accept Sukuntalà due to public censure. Kalidasa had to invent the 
story of curse to save Dusyanta from that censure. But modern age expects 


Dusyanta to be fully repentant. The play 'Chayasakuntalam' fulfils this need 
of the present age. 


1. Verse 49, p. 24. 
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Devayant 


INTRODUCTORY 

The play Devayani is published in the collection 'Manimarijari' of the 
works of Bommakanti. It is the first in the series of Amara Bharati and 
is published in 1962, from Hyderabad. It is based on a Mahābhārata story 
and is divided into five scenes. 
PLOT 
First scene—Devayani is the daughter of Sukrücaürya, the teacher of 
Vrsaparvan, the king of the demons. Vrsaparvan has a daughter named 
Sarmistha. Both Devayani and Sarmistha pick up a quarrel with each other and 
Sarmishta throws Devayani into the well. Davayani cries for help. By 
chance Yayüti, a Ksatriya king, passes that way. He had lost his way and 
is now roaming about here and there aimlessly. When he hears the cries 
of Devayüni he goes near the well and takes her out. Devayani is furious 
at Sarmistha and takes the pledge that she will avenge the insult. Devayani 
is attracted towards Yayati and wants to marry him but Yayati does not 
think it proper. Devayüni sends her friend to bring her father Sukracarya 
to that place so that he may. have a talk with him (Yayati) on this matter. 
Second scene—Yayati has come for hunting in the forest and happens to see 
Devayani for the second time along with Sarmistha and her other friends. 
Sarmistha is serving Devayüni. Yayüti is more attracted towards Sarmistha. 
But in order to obey Sukracarya he has to marry Devayani. As decided 
earlier, Sarmisthd accompanies Devayani to her husband's place as her maid- 
servant, 
Third scene—King Yayati, as said above, is more attracted towards Sarmistha. 
He becomes sad when he sees that Sarmistha has to stay there as a maid- 
servant. Once Yayati and Sarmisthà meet in the garden in solitude. Both 
express their love to each other. The king promises that from now on she 
would not be treated as a servant. Both Yayati and Sarmistha become 
intimate and Sarmistha gives birth to three sons. 
Fourth scene—Devayani is furious to know about the illegitimate relations of 
Yayati with Sarmistha. She points out to the three sons whom Sarmistha 
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got from Yayati. She proclaims that it is a sin to have relations with a 
woman other than one's wife. But Yayati thinks that he has done the right 
thing. Devayani is still more angry and tells Yayati that she does not want 
to see his face again. She swears that she would avenge this insult. 
Fifth scene—It is for this purpose that Devayani orders the ‘Sapapurusa’ 
(curse personified) to enter into the body of Yayati and convert it Chis 
body) into that of an old one. Sapapurusa acts exactly as Devayani says. 
When Yayati awakens from his sleep he finds himself turned into an old 
man. He himself cannot recognize his own body. He laments his fate. 
With these lamentations the play comes to an end. - 
CHARACTERIZATION 
Devayüni—She is a well known character in the Mahabharata. She is the 
daughter of Sukracarya, and Sarmistha, the daughter of king Vrsaparvan, is 
her maid-servant. Devayani marries Yayati on her own accord but Yayati 
has softness for Sarmistha. This enrages Devayani. She is so furious that she 
curses even her husband. Sheis a Brahmana girl and has all the qualities 
which a girl of Brahmana family should possess. | 
CRITICAL APPRECIATION 

The play Devayüni is written in an easy flowing style. The dialogues 
are well-written. Instead of the old svagatam of the Sanskrit dramas the 
author uses the modern nicaih. Another departure from the tradition is the 
showing of actual sneezing on the stage : 


ufa fase aag citrat fear (aft) 12 
According to the rules of Sanskrit dramaturgy the actual showing of such 
scenes is prohibited. 


At one place while describing the excellent physique of Yayāti the 
author comes out with a verse : 
m UW gue: gueurit WEDTS | 
siyada: sehr T aa: od 
which bears a clear impress of Kalidasa’s verse ; 


eal FETA: MANJAT: i? 


l. P.8. 
2. P. 10 


3. Raghuvamsa, Canto I, verse 13. 
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In the line 
arefena fafa gen exu: 
the sandhi between ehi and udayati, the words of the first and the second 
pada, is avoided. It is impermissible. 
_ The form subhru® in the vocative too is irregular. The u here could 
not be shortened? 

The influence of Hindi or other vernaculars too can be detected here 
and there. The line avayoh hrdaye prathamam eva milite$is an instance in 
point. Ghurnalakah® meaning curly hair too is of the same type, 

Here and there we meet with some good examples of alliteration too, 
as for instance, 

(=) afert ayfa wfaser ara 1° 
(@) wag THI aa Wu 1” 

The play has a song too which is found in the beginning of the second 
scene. It has raciness in it and is quite pleasant. 

The play singularly lacks in humour. 


1. P.13, 

2. P. 5. 

3. Vide the Siddhantakaumudi : he subhruh, katham tarhi ha pitah kvüsi he subhru’ ? 

pramüda evüyam iti bahavah 

4. P. 13. 

5. P.16. 

6, P. 5. 

7. P. 1l. 
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Yamini 

INTRODUCTORY T 

This one act play, also published in the Manimaiijari, deals with an j 
episode from the life of Bilhana—his love affair with Yamini. 
PLOT 

Princess Yamini takes lessons in music and literature from Bilhana. To 
avoid their mutual intimacy a curtain is placed between them, lest they should . 
start loving each other. Yümini'sfather falsely tells each of the physical 
defects of the other. Bilhana is given to understand that Yamini is suffering 
from leprosy, while Yamini is given to understand that Bilhana is blind. But 
all these precautions fail and the teacher and the taught develop love for 
each other. Once Yamini dreams that her lover is bitten by a serpent. She 
sends her maid-servant to astrologers to enquire about the effect of this 
dream. They all say that the dream is auspicious. On the same day both 
of them remove the curtain which had stood in the way of the fulfilment 
of their love. They are astonished to see that neither of them has the defect 
attributed to them. Both are healthy and beautiful. They happily engage 
in love talk but at the same time the king Madanabhirama comes there and 
is furious to see them both engaged in love-making, He abuses them. He 
orders that Bilhana be taken out and be put to death instantaneously. 
Princess Yamini requests her father that he should show mercy to him 
(Bilhana) and spare his life as she has chosen him her husband. But the 
king does not listen to her and is harsh towards her too. But Destiny does 
not allow him (the king) to deprive Bilhana of his life. After sometime the 
butchers come and inform him that the sword which they raised to kill 
Bilhana became a garland in his neck and that he is quite hale and hearty, 


- 


L owe 
"o v eee M pe sms eme ti ae us. 


- -q — — ——— —— Áo 
J-— "bao cm em o SE mo 


— f mam 
SS ee eee 


-— 
= 


a 
Cl o-—— ^o A 


"^ 


nD—————— —À— ie 


: B The king is very much impressed by this incident. He himself goes to 
a Bilhana and apologizes tohim. He not only rescinds his earlier order to kill 
__ him but also offers his daughter Yamini in marriage. 


X CHARACTERIZATION 
: = 2 Bilhana—The character of Bilhana as it emerges from a study of the drama 
s is that of a romantic hero who was prepared to sacrifice his very life for the 
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sake of love. His poetry was so powerful that the sword which rose to kill 
him became a beautiful garland of flowers. King Madanabhirama who first 
flew into rage and ordered the murder of the poet became one of his 
staunchest admirers later justifying amply the adage “those who came to 
scoff remained to pray." It is in the following words that he expresses his 
remorse at all that he did to him and begs his forgiveness : 

uq ata: Grade 1 gal aoe eng t ux aaaf | were p rete Suite | 
gaga | Wad: Blase aqai BAG TUT areafa | diem aaaea fas fa i 
Se AAT apa Teta ateareta d. 

"Here comes back the poet. Oh,I am guilty. I will beg him pardon. 
Sir, be pleased, be pleased. I may beexcused. Itis with your poetry only 
that this world, moving and stationary, sustains itself. I am ashamed of my- 
self having committed an offence against you. You please forgive all that 
which I, the wicked man, have done." 

Yamini—She is a young princess who like any young girl falls in love with 
the teacher who teaches her though every precaution is taken to avoid their 
being intimate with each other. She knows that her father is strictly against 
their marriage still she is adamant and has her way. 

CRITICAL APPRECIATION 

The present play is very small covering only six printed pages. It has 
little to appeal to connoisseurs. At times its poetry leaves much to be 
desired. As an illustration we quote the following vetse : 

we | cadaufacaamreaaitet 
fai favauem geara: | 
masafa nagana 
usasa Ranana qr us 

“O you, the moon, having repeatedly seen this charming and exquisitely 
beautiful orb of yours I feel joy in my heart. (But) when I see your dark 
spot, I am scorched (with heat) in my own self. O you with countless discs 
I offer you my obeisance with this folded hand of mine." 

While analysing this verse we find the following discrepancies. In the 
first line the orb (bimba) of the moon is spoken of as abhiramya and 
agadhakanti. If it is agadhakanti what is left there for abhiramya to do ? 
In the fourth line the moon is spoken of as anantakalanidhi which is 


l. p. 24. 
2. p.2l. 
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impossible, the moon has only the sixteen discs. Again it is not clear as to 
what the author precisely wants to signify by using such a big expression. 
Further, in the second line Bilhana is spoken of as muditantarangah by 
looking at the moon many times but in the very next line he is made to say 
antar jvalami. 
There are however a few good lines too, as for example, 
(=) qa fafnir falaa 
(€) ara fei afa gafit aed ofr ferafa i? 
The verse 
alert wat frareafa X are: garearhefi: | 
uf Rafa sreraraafadt wm, sedg da 
fa: gearain, srferrar ear a geri wT 
WAM TAs He tafa at une 13 


. too is quite delightful on account of its simplicity of diction and the judicious 
arrangement of words. 
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Kalipradurbhavam 


INTRODUCTORY 


The play ‘Kalipradurbhavam’ is written by Y. Mahalinga Sastri. It 
consists of seven acts and is published from the Sahitya Chandrasala, Thiru- 
valangadu in 1956. 

In the preface the author says that the present play was inspired by a 
story narrated to him in brief outlines by a senior friend of his who also 
stated that the same found mention in the Mahabharata. The episode was 
Brae as a short story in the ‘Udyana Patrika’ in February and March, 

930. 

The author dramatised it in January 1999 and published a Tamil trans- 
lation of it in the 'Silpa Sri' in February 1999. 

That story has now been given the dramatic garb and is a reprint from 
the Udyàna Patrika. 

PLOT! 

"First act—The story begins on the last day of the Dvapara Yuga. Kátyayana 
is a Brahmin who has a large family to maintain and is indebts. He sells 
his land on that date to a VaiSya, a money lender. When the Vai$ya ploughs 
the land, he discovers a treasure trove. He considers that he has no moral 
claim to it, and seeks his seller and offers to deliver the pot withthe treasure 
to him. But the Brahmin refuses to receive it. He maintains that, when he 
sold the land, the purchaser became entitled to everything in the land. But 
the Vai$ya replies that the existence of the treasure was unknown to them 
when sale was effected, and that the price stipulated for and paid was only 
for the land. The Brahmin ultimately proposes that he would refer the 
matter to the decision of the learned men, the next day and they depart. 
Second act— Then follows the night, and at midnight (this is, I suppose, a 
western notion) there isa changeover from the Dvapara to the Kali age. 
The changeis marked by violent winds, fires, and other manifestations. 
Kali declares that thereafter money will become the breath of life, that people 
finding their strength in union will start fightimg against each other and for 


1. Ihave adopted the plot as it is given in the Justice Iyer's Foreword to the play. 
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their self-enrichment, and that Dharma could no longer be seen owing to 
countless delusions. That marks the end of the second act. 

Third act—There is a conversation after midnight between the Vai$ya 
moneylender and his wife. The advent of Kali has already changed their 
mind. The Vai$ya confesses that he had been very stupid and promises not 
to return the treasure to Katyayana. 

Fourth act — At the same time, after the advent of Kali, the Brahmin rumi- 
nates over what he had said and regrets having declined to accept the pot 
when it was delivered, and proposes to seek the Vai$ya in the morning and 
pursuade him to return the treasure. "If he refuses to do so, I will £o to the 
king Caladharma for redress” he swears. 

Fifth act—After the eventful midnight, King Caladharma is holding consul- 
tations with his ministers. He was the follower of Duryodhana, and having 
been overcome by the Pandavas, became their tributary. He considers that 
as Krsna has left this world, the time is ripe for reasserting his independence, 
and is supported by the commander who states that the army is equal to it. 
The prime minister states that the financial position requires to be streng- 


thened before the army could be marched. One of the ministers suggests - 


that a new law might be enacted that all treasure troves should be handed 
over tothe king, and that whoever suppresses their discovery should be 
punished. It was true, he stated that this was not in accordance with Manu's 
laws, but they could be changed to suit the needs of the times, and this was 
unanimously agreed to. 

Sixth act—' This act witnesses the assemblage of learned Brahmins before 
whom Katyayana has laid a complaint against the VaiSya for the return of 
the treasure. Both the parties are equally assertive of their exclusive right 
to it and are adamant in their attitude. The assemblage suggests that they 
may divide the treasure equally between them but the Vai$ya refuses to 
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going to punish him for that, and that as he gave a false statement in ‘court, 
he would be punished therefor by being deprived of all his properties except 
his residential house and the capital of his business. ‘He also directed that 
the field should be delivered to Kàtyayana as a reward for his Saving brought 
the discovery to the notice of the king.” 

CHARACTERIZATION 


There are only two principal characters in the play, Brahmana and 
VaiSya. But they have no individuality of their own. The real characte- 
rization however pertains to the beginning of the Kali age and the end of 
Dvāpara. The principal aim of the play is to show how Kali influenced the 
life and character ofthe people. The straightforward and simpleminded 
Brahmanas and merchants of the earlier era have turned to be crooks in the 
Kali age. They represent two types who are foils and counterfoils to each 
other. In the Dvapara age, they consider it a sin to take away somebody's 
wealth. They want to keep away fromit but in the Kali age they have 
turned to be selfish and like to lay their hands onit. They consider ita 
mistake not to have done so earlier. That is why the merchant tells his wife : 


wurmedfufg Irure) uc sgag l Paearefa 3 agi 
meag | frg ga A aT: À qu, we eta aa | dur a wregrfu 
geq | aefa fraa aA fas: saaa mW 


“Be consoled, O beloved, be consoled. Really I was confounded.: I am 
ashamed to think of even my foolishness at that time. But the remedy is now 
with me. See the cleverness of your husband in the morning. In no way shall 
1 give this jar. I will see what this old Brahmana would do.” 

On the other hand the Brahmana feels sorry for his earlier simplicity. 
Says he : 

TAT UT THATS TTA MATT  GUTRIUTERTTQSD SINTQSTRETSdTÉN |........ 
eat ag Marna | wargaifaat fant: eft wag wad wad amme 
faqaq i 

"I will catch hold of him in the very morning and after adducing 
evidence charge him with taking away a Brahmana's belongings. True is this 
popular saying that the Brahmanas repent over the things bygone. Well, as 
and as things go wrong so will I go on setting them right.” 


1. Third act, p. 5. 
2. Fourth act, pp. 6-7. 
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|. — We thus see that the aim of the playwright is to draw a character-sketch 
of Kali, Individual characterization is merely incidental and is introduced 
k Oe only to serve the main purpose. 
= King Caladherma too comes under this very category. In the 
- Kali age even a king is not free from financial worries. He is out to establish 
E his complete control on wealth and power. 


' 








Pratirajasuyam 

INTRODUCTORY : 

The play Pratirajastyam is written by Y. Mahalinga Sastri. It has 
seven acts and 186 pages. It is published from Madras in the year 1957. 

The play has for its plot, two fascinating episodes in the Mahābhārata, 
namely Dharmaputra's hospitality in the forest to the sage Durvasas through 
miracle and blessing to Draupadi and Duryodhana's humiliation at the hands 
of the Gandharva king, Citraratha and the help rendered by the Pandavas to 
him, in spite of Duryodhana's enmity and acts of ill will against them. The 
famous declaration by Yudhisthira that when an enemy attacks them they 
will be one hundred and five, while on other occasions they may be opposed 
to each other as hundred against five, is part of this episode. The author has 


very skilfully dramatised these two episodes and has beautifully brought out. 


their moral. 

PLOT 

First act—Dhrtarastra insults Vidura. This drives him to the Kamyakavana 
to stay with the Pandavas. Dhrtarastra knows that the Pandavas have been 
ill treated, still he cannot go against the wishes of his spoilt son. When 
Yudhisthira and his brothers go into exile in the forest all the Brahmins 
of his kingdom accompany him. Yudhisthira is worried about the problem 
of feeding them. The Sun God relieves him of this worry by giving him the 
Aksayapatra. The Patra can give any amount of food at Draupadi's request. 
Dhrtarastra's anger having subsided he thinks it unwise to lose a person like 
Vidura. He therefore sends Safijaya to bring him back before he settles down 
with the Pandavas. 

Second act —Kunti is living with Vidura in Hastinapura. Vyasa sends his 
pupil SudarSana to her. He has a message for her. There Sudaráana 
happens to meet his friend Sandilyopadhyaya who, after hearing about the 
Pandavas, prepares to leave for the Kamyakavana. Bhisma gives Duryodhana 
good advice but he turns a deaf ear to it. He likes Karna and Sakuni only. 
Duryodhana is perplexed to note that everybody with the sole exception of 
Karna and Sakuni is in favour of living with the Pandavas. Even the 
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general masses openly protest against the injustice done to them. He orders 
that the citizens violating his order should be imprisoned. Saiijaya pacifies 


__ the angry subjects. He also advises Duryodhana that he should follow the 


policy of peace and not antagonise the public opinion but Sakuni enrages 
him by saying that he should ever guard his kingdom from his enemies. 
Duryodhana is informed that Arjuna has gone to the Himalayas to practise 
penance for the acquisition of the PaSupatastra. Bhima has left Kamyaka 
to bring the Saugandhika flower for Draupadi. Duryodhana plans to 
humiliate Yudhisthira in order to gain popularity among his subjects. He 
also insists on performing the RajasUya and orders Karna to proceed on the 
Digvijaya. The priest sent by Yudhisthira tells them that itis not wise to 
perform Rajasuya when Yudhisthira is there but Duryodhana does not 
pay any heed to his words and prepares for a rival Rajasuya—the 
‘Pratirajastya’. | 

Third act—In the interlude of this act three kinds of informations are given : 
one, Durvasas has descended on the earth to spread the Dharma of hospita- 
lity. Two, Siva has gone to meet Arjuna in the guise of a hunter. Three, 
Krsna has killed Salva, the brother of Sigupala, in battle. 

This is one side. On the other side SudarSana is shown as engaged in 
publicizing in open meetings the ill-treatment meted out by Kauravas to 
their kith and kin, the Pandavas. He also tells the people of Hastinapura that 
Duryodhana is committing a sin in performing Rajastya when Arjuna, Bhima 
and Krsna are away on other jobs. But his speech is interrupted by a police 
officer who reaches there and arrests him and his other companions on the 
spot by the orders of the king. The audience is furious at this. They move to 
the house of Vidura to have his DarSana. Vidura has taken a vow to proceed 
on a twelve years pilgrimage and has sent Kunti to Dvaraka. SudarSana is, 


as has been said above, taken prisoner. He awaits the orders of the king 
behind the prison walls. 


Balabhadra is eager to congratulate Duryodhana on his victory over the 
earth. To further deepen his intimacy with Duryodhana he wants to marry 
his daughter Vatsala to Duryodhana's son Laksmana. Krsna's absence from 
Dvaraka provides him with the right opportunity to meet Duryodhana and 
have a heart to heart talk with him. Balabhadra goes to meet Duryodhana. 
Both appreciate each other's idea but this mutual understanding is interrup- 
ted by a message of Karna wherein he has expressed his desire to invade 

the country of Vrsnis to complete the Digvijaya. This upsets Balabhadra and 
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he at once leaves-for Dvaraka. Duryodhana is also very much disappointed 
at this because he himself is very much eager for matrying Laksmana with 
Vatsala. He sends a message to Karna saying that he should leave aside 
everything and approach Balabhadra at Dvaraka with all the wealth won in 
the war and offer it to him so that this matrimonial alliance could be accom- 
plished. 

On the other hand Sudarsana and Tadyayana are brought before the 

king so that he may pronounce judgment upon them but the timely approach 
of Durvasas helps them and as scared people disperse SudarSana and Tadya- 
yana also make good their escape. 
Fourth act —Durvdsas is treated by Duryodhana as an honoured guest. All 
his attendants and he himself are mortally afraid of the sage who flies into 
anger even at the slightest provocation and pronounces a curse. One day the 
sage disappears suddenly and does not return. The king and the queen 
cannot break their fast until they have fed the sage. The whole atmosphere 
of the royal palace is panic- stricken. Meanwhile Narada informs Dhrtarastra 
and Sakuni that Arjuna has penance and has got the PaSupatastra. He is now 
busy in controlling an Asura tribe which troubles Mahendra. Bhima is also not 
with Yudhisthira inthe Kümyakavana. He is happy that by the time both 
Arjuna and Bhima return from their expedition Duryodhana would have 
completed his Rajastya. After Narada leaves the royal people are informed 
about the reappearance of Durvüsas. The sage seems visibly contented and 
Duryodhana at the instance of Sakuni requests the sage to go to the 
Kamyakavana and accept the hospitality of Yudhisthira. | 

A crushing defeat is inflicted by Arjuna on the Nivatakavacas, an 
Asura tribe. Asuras, infuriated at this, seek Duryodhana's help. Arjuna is on 
the side of the Devas. So Duryodhana is naturally inclined to help the 
Asuras. Asuras assure Duryodhana that they would give him such powers as 
will make him indestructible. At this very opportunity Sakuni wants to play 
a trick on Yudhisthira. On the other hand he is informed that Karna has 
returned from Digvijaya and has also revived his relations with Balabhadra. 
Fifth act— Jatasura in the guise of a Brahmin approaches Yudhisthira who 
happens at that time to be performing his evening prayers on the banks of 
the river Sarasvati. He gives him the false news that Arjuna has assaulted 


Indrani and that she has cursed him that he would fall down on earth a. 


python. His information is further confirmed when some hunters come 
running and tell Yudhisthira that à huge python is devouring Bhima. The 
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python talks like a learned man, and says that he will release him only when: 


somebody answers his questions. Yudhisthira believes in whatever he has 
heard and leaving his evening prayers accompanies the hunters. From 
another side Draupadi falls a prey to the treachery of the Kauravas who 
have come to enjoy nature with all its beauty and charm. But their evil 
designs do not succeed because Citratatha, who is coming to meet Yudhist- 
hira, reaches the place in the nick of time and saves Draupadi. Citraratha 
declares war against the Kauravas. Duryodhana is very much upset by this 
sudden attack. 

Sixth act—After achieving a big victory, Arjuna is returning to earth from 
heaven in Indra's aerial car. He catches an aerial glimpse of the battle being 
fought between the Gandharvas and the Kauravas. Gandharvas after winn- 
ing the battle are taking their prisoners of war to their own land. Suddenly 
Arjuna notices that his son Abhimanyu is fighting against the Gandharvas 
and trying to rescue the prisoners of war. Arjuna hurriedly arrives at the 
scene and restrains Abhimanyu from rescuing Duryodhana and company 
while he congratulates Citraratha for his heroic deed. 

. On the other hand Durvasas reaches Yudhisthira's hermitage for enjoying 
his hospitality. As all the brothers are away the responsibility for satisfying 
the honoured .guest falls on poor Draupadi. She prays to Krsna for help. 
He comes to her and helps her. Durvasas is highly pleased with the Pandavas' 
hospitality. Having come to see through the Kauravas’ game he pronounces 
a curse on them. 

Bhima comes back with the Saugandhika flower. He offers it to Draupadi 
and relates to her that the python which entrapped him was no other than 
king Nahusa. He also tells her as to how Dharmaputra not only rescued him 
but also relieved Nahusa of his curse; Bhima goes out to face the mischief- 
maker (Jatasura) who gave the false information that the python was no 


other than Arjuna and that Durvàsas was not satisfied with the hospitality of 
the Pandavas. 


Seventh act — The introductory scene of this act 
spy, being the spectator of the following events. 
Js crushed to pieces by the powerful mace of B 


presents Vikala, an Asura 
The mischief maker Jatasura 
hima and the family of the 


Kauravas is taken prisoner by the Gandharva army. 


In the act proper Arjuna, Citraratha and Abhimanyu are shown argu- 
. ing about the release of the pris 
at present his captive he woul 


oners. Abhimanyu says thatas Citraratha is 
d not release him unless he agrees to release 


`a 
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his Einitien! Citraratha playfully answers thatas Abhimanyu is the son of 
his dear friend Arjuna he is at his service, but he cannot release the priscners 
of war unless he receives the orders from Mahendra. When they themselves 
cannot arrive at any agreed decision they go to Yudhisthira for final arbitra- 
tion. Yudhisthira pleads with Citraratha for the relezse of his kinsmen at 
once. Citraratha sends Matali to get the orders from Mahendra (for the 
release of prisoners). Duryodhana is sufficiently humiliated and relents for 
all that he did to humiliate the Pandavas. Meanwhile Matali comes with the 
orders of Mahendra. Mahendra has sanctioned the release of the prisoners 
on certain conditions which are: (1) Duryodhana with his ermy must appr- 
oach Yudhisthira and say: ‘Iam your slave’, (2) that he should undertake 
to give back the kingdom to Yudhisthtira after the stipulated period, (3) that 
he should give up the idea of performing the RajasUya sacrifice. Mahendra 
also expresses his wish that as Citraratha is the captive of Abhimanyu and 
the Kauravas are the captives of Citraratha so Abhimanyu is entitled to 
release the Kauravas himself. Duryodhana is ordered to be produced 
before Abhimanyu but surprisingly enough he (Duryodhana) vanishes from 
the scene. On the other hand Balabhadra comes with Vatsalà to see Dur- 
yodhana, and marry her to his son Laksmana but as Duryodhana has 
mysteriously disappeared his whole plan is upset. Krsna at that time 
appears and persuades Balabhadrato marry Vatsalà to Abhimanyu because 
according to his information both love each other. Balabhadra agrees. The 
marriage is to be solemnized in the Kamyakavana. Yudhisthira invites 
Duryodhana in the marriage. Narada explains the disappearance of Dur- 
yodhana. The play ends with Yudhisthira's prayer that there should be 
happiness and light in the whole world. 

CHARACTERIZATION 

All the characters of the play namely Krsna, Yudhisthira, Arjuna, 
Duryodhana and Draupadi are well known. Every one plays his or her part 
perfectly well. Krsnaisa clever politician. He manages everything in no 
time. 

Yudhisthira is ever-forgiving; he always helps Kauravas although they 
always conspire to harm him. He invites them to the marriage of Abhimanyu 
with Vatsalà though the latter had tried to humiliate him by exhibiting their 
pomp and show in the vicinity of the Kamyakavana. 

Arjuna is a warrior in its full sense. He fights with the Asuras and 
inflicts on them a crushing defeat. He does not like to help those who have 
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harmed him. That is why when his own son Abhimanyu trles to rescue the 
Kauravas from the clutches of Citraratha he personally goes to tell Abhima- 


‘nyu not to do so. 


Duryodhana is an evil-minded king. He keeps company with people like 

Karna and Sakuni, who misguide him. His shallowness is. obvious when he 
shows his grandeur by encamping in the vicinity of the Kamyakavana, where 
Pandavas areliving. Heis punished for his haughtiness by Citraratha, the 
Gandharva king. 
Draupadi is the wife of the five Pandavas. She is a great devotee of Krsna. 
Whenever any difficulty arises she prays to Krsna for help and her prayer is 
answered instantaneously. When the problem of feeding Durvasas arises 
Krsna helps her. The timely approach of Citraratha when she is molested by 
-Kauravas in the Kamyakavana is a miracle which saves her honour. E 
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Udgatrdasananam 
INTRODUCTORY 


The UdgatrdaSananam is a play in seven acts covering some sixty six pri- 
nted pages by the great Sanskrit savant, Y. Mahalinga Sastri of Madras, who 
has enriched Sanskrit literature with a large number of works both poems 
and prose. The play in question is a mythological one dealing with the 
Puranic story of demon Ravana trying to lift up the mount Kailasa, 
the abode of Lord Siva. The play is remarkable in more ways than one. 
Herein we come to know of many valuable spiritual truths and moral lessons. 
How an arrogant man is humbled and takeninto the divine protection and 
care; how god transforms the wicked into the divine personalities; how evil 
side of a man is ultimately subdued and conquered by his innate divinity; how 
reliance on God is the safest method of winning His Grace and blessings, is 
all that has been depicted in the present play. 

The author gives the following information about his play: “Udgatrdasa- 
nanam was the first drama which I attempted to write. I began it about the 


end of 1927 and wrote the first four acts by December 1928. Fourteen years 


elapsed before I took it up again for completing it. The last three acts were 
written between January 29th and March 6th of 1943. The fourth act concl- 
udes with Ravana’s fall to the foot of Kailàsa by the condemnation of Nandi 
Bhagavan. The opening verses of the Fifth act refer in a veiled manner to the 
gap of fourteen years which separated the composition of the first from that 
of the second part of the drama." 

PLOT 

First act—After Nandi, Bhrngiriti and Nandi are talking to each other. 
‘Nandi is worried about the quarrel between Parvati and Siva. Bhrngiriti 
wants to know its cause. Nandi tells him that Siva has cursed Parvati's 
friend Vijaya for overhearing their talk. Earlier Siva had instructed 
Parvati not to allow anybody to hear their conversation but Parvati did not 
obey him and allowed Vijaya into the Chamber. When Siva was narrating 
to Parvati some strange happenings of the earlier aeons Vijaya spontaneously 
gave out the word hanta which revealed her presence in the Chamber to 


l. Author's Preface, P. VII. 
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Siva who lost his temper at that and cursed Vijay to become a PiSacini (a 
goblin woman). Vijaya became Pi$acini that very moment and Siva went 
into meditation. Parvati, ashamed of her disobedience came out quietly 
from that place. When Nandi finishes this he and Bhrngiriti hear the roar 
of a lion and a confused noise of the fight. Both Vinayaka and Skanda, the 
two sons of Siva, are afraid of that noise and run helter skelter. They 
come to know that this is DaSamukha's doing. Frightened Skanda asks 
Vinüyaka as to who this DaSamukha is.  Vinüyaka tells him that he 


(DaSamukha) is the grandson of Brahma and stepbrother of Kubera. He » 


has won Alakapuri, the kingdom of his stepbrother. Puffed up by this 
victory he now wants to conquer Kailasa. Meanwhile ‘evening’ ¿nd ‘night’ 
also appear there and describe the pathetic condition of Alaka where 
Raksasas have destroyed everything. They have killed the lord of the 
Yaksas. The site of Alakapuri presents a horrible spectacle for the mass 
destruction it has suffered. Sandhya (evening), Ratri (night), Vinayaka, 
Skanda and Bhrngiriti all hear the terrible noise of war and are worried 
because Siva and Parvati are not on speaking terms with each other. 

Second act—Narada and DevadUta are shown engaged in a conversation. 
Indra has sent the DevadUta to inform Siva that the gods want to see him. 
Narada himself is interested in the gods’ seeking an audience with Siva. 
This makes the DevadUta very happy. : 

On the other hand Da$ünana arrogant and defiant on account cf his 
victory over Alakapuri and accompenied with his minister orders for the 
throne of Kubera for himself and the other thrones for his ministers. When 
the thrones arrive they all sit on them. Meanwhile Suka and Sarana inform 
DaSanana that a certain Yaksa has come. Da$ünana allows the messenger in. 
The messenger tells him that he has come for a treaty. DaSanana haughtily 
says that the Raksasas and the Devas are inborn enemies and there can be 
no treaty of friendship between them. Ravana then discusses the matter 
with his ministers. Yaksa finding ita suitable moment slips away. After 
Sometime Ravana finds that the messenger has vanished from the scene. He 
is perplexed about his disappearance. This confusion proves to be the first 
signal of his defeat. He becomes furious and pledges that he would cértainly 
conquer heaven, and after conquering it, would offer it to Mahodara as a 
gift. After this all his ministers go to see the stores of’ Alakapuri. Only 
Ravana remains there engrossed in the thoughts of his future plans, 


im = Third act—A woman named Caiicala is searching for her friend Rambha. The 
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whole Alakapuri is terrified due to the attack of the Raksasas. The honour 
of no woman is safe if she moves out of her home. Caficala is afraid that 
Rambhi is standing on the roof of Ca ndra palace and Ravana is also procee- 
ding to that side. Caňcalā visualizes the calamity that may befall her friend 
end goes to help her. On the other hand Dasanana is shown chasing 
Rambha. All his limbs are aching due to passion. He comes across the 
shadow of Rambha when he enters Candra palace. But Caficala informs 
Rambha in a loud voice that she should run away from that place as early 
as possible. Dasanana chases her but as the clouds interrupt him, his eyesight 
is blurred; he hits the Kalpa tree. At first he is furious at it (the Kalpa tree) 
but after some time he begins to pray before it for the fulfilment of his 
desire. Meanwhile DeSünana's ministers return with the same Yaksa. They 
beat him mercilessly. The Yaksa cries for help but nobody listens to him. 
They leave the injured Yaksa there and in Puspaka fly to Kailàása. 
Fourth act — Narada comes to the injured Yaksa. He pours water from his 
Kamandalu and brings.him back to consciousness. Yaksa is still suffering 
from the shock and is too terrified to speak. Narada consoles him and 
removes his fear. Yaksa is happy to see Narada but when he comes to know 
that the Raksasas have flown in the Puspaka to Kailasa he is very much 
upset and feels terribly sorry for not conveying to Siva the message of 
Indra. Nürada assures him that he would help him. He asks him to proceed 
to Kubera and tell him that he should remain alert lest the Raksasas 
attack heaven. He also instructs him that while on his way he should warn 
Nandi to be on guard at the front door. No one should be slack in his duty. 
On the other hand Da$anana accompanied by his ministers reaches Kailasa, 
Riding on clouds Narada also reaches there. He congratulates Ravana 
for winning Alakapuri. Ravana accepts the congratulations but tauntingly 
remarks that he (Narada) is on the side of the Devas and his congratulations 
to him should mean blessings. Ravana asks from Narada some news of the 
- gods. Narada tells him that his victory over Alakapuri has struck terror in 
the hearts of all of them and that they are now preparing for war and are at 
present gathered in Kailása to seek proper guidance from Siva. Rüvana 
arrogantly tells Narada that he will conquer Kaildsa too. Narada tells him 
that Siva is not only a 'Digi$a' he is also the Lord of Lords and that he 
should desist from following such a course. The power-drunk Ravana however 
does not listen to Narada. He thinks that after conquering Kailasa he 
will be considered the conqueror of the three worlds. He moves closer to 
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Kailása but is wonderstruck to see its grandeur. Bhrügiriti asks the Raksasas 
not to make noise because Siva is lost in meditation. but the powerdrunk 
Commander-in-chief of Rávana's army snaps back that he would kill medita- 
ting Siva along with his followers. Meanwhile Parvati and Vijaya who are 
talking to each other hear the big noise of the demons. Vijaya requests Parvati 
to go inside because the mob may come to that side any moment. Dasa- 
nana hears the feminine voice and attracted by it orders his Puspaka to £o 
to the side from where the voice is heard. Exactly at that moment a curse 
is pronounced upon him which says that his Puspaka cannot move further 
‘and must remain still. As the voice utters these words the Puspaka stands 
still there and does not budge an inch from its place. Meanwhile Nandi 
appears and tells DaSanana that if he tries to do something. improper he 

‘would be killed. At this both Ravana and Nandi. have a wordy duel. 
Ravana uses some insulting words for Siva. Thereupon enraged Nandi 
‘pronounces a curse upon him saying that he would fall down on the earth. 
With these words Ravana falls onthe earth. Nandi goes to receive Indra 
and other guests. 


Fifth act — Indra and Vacaspati have come to see Lord Siva. They are 
"mighty happy by the fall of Ravana. Nandi comes to them and receives 
"them with due honours. They request Nandi to arrange for their interview 
with Lord Siva. Just at that time Ravana gets up and lifts up Kailasa on his 
shoulders. Indra doubts very much the capacity of Ravana in lifting Kailasa on | 
his shoulders but Nandi tells him that there is nothing impossible for demons. | 
All the inhabitants of it are struck with terror. The trees fall, the stones i 
' break into pieces and roll. The entire atmosphere becomes uneasy. But this i 
situation lasts for only a short while. The whole atmosphere is calm and quiet 
after sometime. On the other hand a terrible cry is heard from the earth. It 
- is informed that the arms of Ravana are being crushed under the weight of 
Kailasa because Lord Siva has pressed the mountain with his toe. The moun- 
tain has become steady by his pressing but the arms of Ravana are totally 
E crushed and he is crying out of pain. When the pain becomes unbearable 
Eur. " Ravana sings in praise of Siva. 
Sep Sixth act—Vidyujjihva and Mahodara, the ministers of Ravana, approach 
" EA. him and console him. They also tell him that he has not done the right thing 
cim by making Siva-his enemy. Now the only way to his freedom is to praise Him 
EU. (iva) | | 





— 
Slee. 
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Seventh act —Nārada bows low before Kailāsa and praises it. Meanwhile 
he hears the praise of Siva by Ravana. He follows that song with his Vina. 
Ravana's praise of Siva is couched ina very pathetic tone. Narada believes 
that though Ravana has committed a big blunder yet by this praise he would 
please Siva easily who would then forgive his sins. This chorus of Siva's 
praise is joined by his. Parsadas too. Puspadanta, Upamanyu, Markandeya, 
Durvasas and Candi§a etc. all praise him. Siva is pleased by their praise. A 
voice from above announces that Lord Siva has removed his toe from Kailasa 
and Ravana has been set free. Narada happily proclaims that his words have 
come true. Now Siva will not only free. Ravana but will also bestow upon 
‘him some blessings. | | i 

Pleased Lord Siva appears before Ravana who asks for a boon viz., he 
should be the world conqueror. The pleased Lord offers him a sword named 
Candrahasa. Ravana also asks the Lord to remove the stillness of Puspaka so 
that it. may fly:about as before. Siva agrees to this. But a voice from above 
announces that the Puspaka cannot move unless Lord Siva relieves Vijaya of 
her curse. The pleased Lord relieves her of her curse. All are happy at this 
and go to their respective places.. The play ends after the Bharatavakya 
uttered by Ravana. 
CHARACTERIZATION 
Siva—Siva isa god of gods. His power is limitless. He helps the deities and 
punishes the demons. When Ravana becomes too haughty and arrogant he 
- gives him a good lesson by crushing his twenty arms by pressing the mountain 
Kailasa just by his big toe. But he can be pleased very easily. When Ravana 
' praises him he forgives him. Not only that, he blesses him with an extra- 
ordinary boon too. He also forgives the friend of Parvati and releases her 
from the curse he had pronounced upon her earlier. : 
Parvati — She is an ideal woman. But she cannot keep a secret even though 
specifically asked to do so. She allows Vijaya into the chamber in spite of the 
instructions of her husband to the contrary. She however loves her husband 
immensely. When faced with a calamity she embraces Siva forgetting all 
her previous quarrel with him. ; 
Ravana — Ravana is a brave warrior but bravery is all that of a villain. He 
challenges even Siva, the Great Lord. But he meets, with fate he deserves: Siva 
punishes him by crushing his arms by pressing the mount Kailasa with his 
big toe. He is saved only when he sings the praise of the Lord. 
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CRITICAL APPRECIATION 

2) The style of the works of Sri Sastri is, by all standards: most pleasant 
E | and charming His Sanskrit has a classical ring about it. Except certain exp- 
E. S: ressions here and there, the works remind us ofthe writings of the older 
D authors. It is, therefore, certainly rewarding to go through these plays 
m of his, and for that matter, all the plays and the poems of Sri Sastri. They 
sy five us a good taste of real and genuine Sanskrit: Sri Sastri understands the 
Bes shades and nuances of Sanskrit expression and has a thorough command over 
xt the genuine Sanskrit idiom. He is also a poet of high calibre and introduces in- 
A to his works that freshness which is a hallmark of any good poet. The cumula- : 
E tive effect of all this is that the works of Sri Sastri have come to be ranked 
XE as some of the very best in the range of modern Sanskrit poetry. The langu- 
age of the author is generally free from any marked irregularity. Here and 
there, however, we do come across some minor lapses. Thus in kutas tvam 
cintaniharas samavaruddhy atithe construction needs a little toning up. 





3 V Rudhis used here as that of the Fourth conjugation while actually it belongs 
eH - tothe Eighth conjugation. It should be Samavarunaddhi In yeneme naya- 
A o ne dya me nubhavatah the Sandhi between nayane and adya is indefensible, 
EL nayane being dual there should have been hiatus here as enjoined by 
EE Pan . [duded dvivacanam Pragrhyam . ( 1.1.11 ). In paiicapi.tasya avadhirya 
= Ss bhartgn paspar$a rosad ayam esapanih the use of the Perfect in pasparsa is 
= out of place for itis enjoined for a thing whichis Paroksanadyatana; the 
i. EM. event is anadyatana no doubt but how can it be Paroksa ? How can the hand 













To and the pulling of the hair by that be something Parobsa for Duhśāsana ? - 
: 7 Sri Sastri embellishes his works with a good number of proverbs and 
| rione. A few of them are given below: 
OM (9) vari ay rosam magnaat fas: i1 
E i - (e). sei sr maga mepa faethe i? 
COE i — (1) ferret anaa: 13 3 
(8). arate afxerer f freu Gay 4 
(5) Fal qarka faar fidana 15 


RERO 45 iKalipradurbhavam, Fourth act, p 7 

cM NE ^ — 2, Ibid. Sixth act, p. Il 
Eo 3 Ibid: c 
eee 4. Fourth act. p. 6. | 
5. Ibid, Sixth act, p 13° 
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(a) fade A agaaa aga vr fafaa: r faran 1t 
(q) aataafaraafarat ARAT: TAE AEN: 2 
(s) car aed aafiaga aei srafasata 13 
(x) fata nagane go n : 
(a) afgxufagmurarat fae gum: | 
mafana wi atfer seen WRIT US 
(z) wm: waite eure «aT gru MATS: | 
griei: geia far a sania t 
(s) freta verfa gafea es efara: wer cnn Ts: 
(s) arate a à start mute y 
(z) qafa a: fret gud sms wala e 
(wr) aiaga gagi: 110 
(a) mrerferesr renim mui do WW tagai earmarked d 
afanar ay werd di | 
(a) fs «rem Xem frm 
(a) ameaga qud ag WU mg wafer wur TTT A ps 
(a) Aa: wu gut agg o 
(a) Raaf faceted ay faataitai quar U^ 
(q) fe zat margaina sfeenr 1 


Ibid.. 

Lbid., Sixth act, P. 14° 
Ibid. 

Ibid. Seventh act. p. 14. 


. Udgatrdagananam, Frist act, P 8. 


Ibid., Second act, P. 9. 
Tbid., Second act, p 11- 
Ibid., Third act, P. 29. 


. Ibid.. Third act, p. 32. 


Fourth act, p. 38. 

Ibid, Fourth act, P« 46 
Ibid, Fifth act, P. 47. 
Praririjasuyam, First act, P. 7. 
Ibid., Second act, P- 21. 
Ibid., Second act P- 33, 
Ibid., Second act, P. 43. 
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(5) 3 ag aera saana zia 1 ! 
(3) arg aaaf WW: gans rafa c 
(sr) rar gai «xf mp Hine fm atafaer: i6 
(a) taia cana nafa emm fga: 
(4) saagaa: cadet wf i 

faaan aft eget ea TETTA di 
(x) seg wer fH mmefanya i 


The works have in them quite a few onomatopoeic or descriptive 


words toc, as for example : 


fafafa, (gf) mien Magin. wfefr,o Merda, Aer” 


gs Rr gagar, qi 7,5 geaen, S. wrezfr vere 11° 


The author employs in his works a number of alanbüras. Among the 
fabdalanhaüras he shows his forte in Anuprdsa a few delightful examples of 


which are reproduced below : 
(a) sia: fafa: Rea i? ks 
(@) epe reserve Eerfgues iure: 120 


1. Ibid., Second act. p, 49. 

2. Ibid.. Fifth act, p. 117. 

3. Ibid., p. 134. 

4. Seventh act, p, 172 

5. Ibid.,Seventh act, p. 178. 

6. Ibid., Seventh act, p. 181. 

7. Udégntrdasünanam.p. Third act, p 26 
8. Ibid, Third act, p. 27. 

9. Ibid.. Third act, p. 32. 
10. Ibid., Fifth act, p. 48. : z 
11. Ibid., Fifth act, pp, 49; 50; 52. 
12. Ibid., Fifth act, p. 52, 
13. Ibid., Sixth act, p. 54. 


Eu. = — 14. Ibid. Seventh act, p. 59. 


. l5. Ibid., Fourth act, p. 34. 
EX oue (16. Pratirnjasuvam, Fourth act, P. 96, 





| 
4 
| 


a Oh a nee ons aii i 
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(v) errarifamztenéfagar: 1! 
(a) erfedterfaaerrerar i? 
_ (3) freee orgy ag t 
a) argir sets qu: g a: Tega ae ép |! 
(a) xerit wa: areata t 
(sr) serat far eof ferar cq i 
(i) aoa aaaea 7 
(x) fafafa agama: gre 1° 
(z) fRegfraaaaa: surgat fraga: 
STATTA: AtTeEreaeTr: | 
fraa frizraradtant 
wate falga Saeterteratser: 119 
(s) Rrra aa 120 
(s) aasaga: afer eda s 
Among the arthalankaras the author shows his forte in similes a number 
of which are ayonija ones. The comparisons are very apt and to the point, 


as for example, the comparison of the smiling of the fortune with the joy 
cf the heart : 


sagaia cafe sued Faq 112 
Or the comparison of the loving fortune with a wife With her anger gone: 


waar sat at ref ar srerfirdt ot: fasgiana Tq: saai Wer 
"ferio 11 


l. Ibid., Fifth act, p. 8. 
2. Udgatrdasananam, Second act, p. 16. 
3 Ibid , Fourth act, p. 36. 
4. Ibid., Third act, p. 40, 
5. Ibid., Fifth act, p. 51. 
6. Ibid., Fourth act, p. 39. t. 
7. Ibid., Second act, p. 11. 
8. Pratirzjasuyam, Second act, p. 31. 
9 Ibid, 
10. Ibid., Second act, p 47. 
Il. Ibid., Sixth act, p. 141. 
12. Kalipradurbhavam, First act, p. 2. 
13. lbid., Sixth act, p. 11. 
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Or the comparison of the allround prosperity of Ravana with a 
neglected disease : 


safer wa aAA wade sage seas: 1 


Or the comparison of the setting sun with an oven reflected ın a mirror: 


ATT: Lees adum: * 
Or the comparison of Ravana with a mou aim of collyrium : 
SUT: ........ asra far fafa à? 


Or the comparison of the frightening of the Yaksas by Ravana with the 
driving away of the flies by the forest-dwellers : 
"referred After ge epar aaar faarfaar Wem. | 4 
Or the comparison of the Bhütas, the attendants of Siva, with glaciers 
marked with moss : 
US EXTJSCGRTTUT | ATA aaefa na atat: 16 
Or the comparison of the people taking to falsehood yielding quick 
and pleasant result in preference to truth looking bitter and yielding no 
result immediately with children falling in for those very things which are : 
prohibited for them : 
asgi gag HA FT WW 
aAa Anag g WD | 
arial ga frfeacar sacat 
weal aafia aaa TAT 00^ 
— Orthe comparison of the facial expression of the. Pitimaha with the 
peak of the smoking AgniSaila : 
FIARE: ........ qana gergi vq werd | 7 
Or the comparison of a person with no mental peace with either a 
person who has lost his cow or the bird who has lost its nest 7 


aa aaaea 7 Brei SERI AN | 
 weesgfur earth aede gasa: qu 


1, UdgatrdaSananam, Second act, p. 10. 
2. Third act, p. 12. 3 
3. Ibid., Third act, p. 12, 

4. lbid, Fourth act, p. 35. 

5. Ibid., Fourth act, p. 4l. 

6. Pratirijasuyam, First act, p. 5. 

7. Ibid., Second act, p. 29. 

8, Ibid., Third act, p. 56. 
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Or the comparison of keeping off of Vidura by Duryodhana with the 
avoiding of the medicine by a patient; 
gafaa:, Wat gators fagxer frorrarafad emn i 
Or the comparison of the foliowing of the sage  Durvüsas by 
Kaukkutayana with a bath in waters frequented by wild beings : 
afraid agaaa NUT: 1 
 wargefeerafirereafaatz re Freq 112 
Or the comparison of Bhima finding himself in the coils of a cobra 
with a bundle of sugarcane in the trunk of an elephant : 
Sep RRENEN: 3 
Or the comparison of rising of the sun with full water jar carried by 
the lords of the quarters : 


fret: ige qa wa uf & argtutsegatr di - 


Apart from the simile the utpreksa too is used by the writer with good effect, 


a happy illustration of which is provided by the following verse of the 
UdgatrdaSánanam : 


SIT derer agd 
wer gered usd | 
Telfer arertsfa qx: qxt a: 
erg TQ Tandi | 15 
"Flying and flying Puspaka goes up every minute. The mountain too 
enviously as it were brings forth peak after peak." 
PratirdjasUyam too furnishes us with a few good illustrations of utpreksa, 


as for example , when the Aksayapatra is imagined to be the favour of the 
sun condensed : 


maas aAa serat agaaa ari i 


Or when the autumnal beauty of the sky is imagined to be a queen 
giving alms: 


Ibid., Third act, p, 60. 

Ibid., Fourth act, p. 90. 

Ibid., Fifth act, p. 122. 

Ibid., Seventh act, p. 183. 
Udgatrdasananam, Fourth act, p. 40. 
Pratirajasuyam, First act, p. 15. 


o» SS GS S B9 bs 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 


/ 


PIU (S 










268 SANSKRIT DRAMAS OF 20TH CENTURY 


SAMA AHA SATIS TM FUCA d 
frana cat freee areet aAa: dU 
Or when Sañjaya trying to get rid of Sakuni is imagined to be like a 
person who wants to disentangle himself having found himself in a thorny 
bush : i 
fe menyamar ag aR AT | 
An example of rūpaka (metaphor) is found in the following verse 
where jealousy is spoken of as a scorpion and anger as fire : 
Saigan naaa | 
RATATAT AAT gxaeda farum nu? 


“Bad state is the only lesson for those whose minds are under the 
influence of passion, who are full of the fire of anger, and who are ouan by 
the scorpion of jealousy”. 

The playwright excels in stotra type of poetry too. There are beautiful 
stotras towards the end of the Seventh act of the UdgatrdaSinanam. The 
one of Rāvaņa, Rāvaņagītam as it is called by the playwright in the Preface, 
belongs to a musical composition of the Rāgamālikā type and is specially 
delightful. -The writer is himself conscious of its sweetness and charm. He 
gives expression to his satisfaction at the composition through the mouth of 
Narada : 

Hel MAA agaaga wu wrfgenries4q 14 

Among other peculiarities of the works the one which is particularly 
noteworthy is the detailed and intimate descriptions in them, as for example, 
we have in the Udgatrda$ananam the description of the night which is 
metaphorically spoken of as a damsel playing in the court-yard of the sky. 
She wears pearl-necklace in the form of the stars; she is draped in the divine 
apparel in the form of the flying clouds; she has for her face the rising 
moon: 

aatar aiana agaa 1 


seaga Fte mag verf 115 


l. Ibid. First act, p. 15. 

2 Ibid., Second act, p. 37 

3 Udgatrdasananam, Fourth act, p. 33. 

4, Ibid., Seventh act, p. 60. : 
5. Itid., First act, p. 3. 
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Similarly the disturbance caused in the universe brings forth from the. 
writer a description which for its vividness and detail is particularly 
praiseworthy : 

Mel aita fee: l aeaa fa ARIIRAA: euTHIS- 
ariig | aegea: | agha qiga aaaea: | freacatter: AA faa: | 
fratarggar: 1 wafa sara: | faafia Sea: p wp saaat aiae 1 qenmefa- 
RISE TES Co EE 

"Oh, the darkness of the quarters, tbe sky is enveloped in darkness 
because of the disappearance of the light of the moon and the stars due to 
the appearance of the untimely clouds; the meteors are falling, the dust- 
scattering whirlwinds are blowing, the trees with the destroyed nests are 
shaking, the owls are hooting, the jackals are crying. Oh.the frightfulness 
of the midnight ! So comes hitherward the Kalipurusa." 

The same effusiveness of description is also noticeable in the words of 
the Vai$yapatni who in her excitement with the discovery of the 
nidhanakumbha, goes on describing as to the kind of ornaments she would 
have made for herself with all the gold and precious stones obtained from 
the treasure : 

efe HAITI xd: gagi: AAAA UHR eiat 
VATE, US TATA fast BEG p, aaa, ger Xen, 
epe ger, «mage, faxaraatar, WETUT SEEN UST SA ACTA 
aRar qui Tarcaightadessaaraqaay U 

"With only a few jewels in the jar I will have the ornaments 
made and will shine thereby. Quickly will I have made -for me 
a number of ornaments, such as jewel-studded toppes for the ears, a jewel 
necklace and a nine-jewelled chain for the neck, an anklet for the feet, jewel 
bracelets for the hands, rings for the fingers, a pin for the nose, a candrarekha 
for the hand, a jewel girdle for the waist and such other things and 
(thus) will be able to enkindle in them the series of strokes of strong 
jealousy." 

It is not only of ornaments, of the musical instruments too the autho: 
shows good knowledge when he gives us names of quite a few of them— 
some of them of course obscure—in the.verse quoted below : 


1. Kalipradurbhüvam, Second act, p. 3. 
2. Ibid., Third act, p. 5. 
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feret cent ated oleae. 
gra WN fiaa | 

Sat Te sat araara 
frere Ia Teu: 11 


Among the further beautiful descriptions mention may be made of the 
one where the appearance of the early dawn is described in all vividness and 
charm : 2 

| magang fey frgÜüerfstargenforg 

RATATAT: TA MATA TTT: | 
smit: BATSMAN: HAA PATA AA 
amarga gaa: gA faeftr 1? re 

“When the sun is about to rise the moon yonder goes. down there in 
front of us. In the quarters the hooting of the owls has ceased while the 
other birds have begun chirping : It is a festival for the ruddy. gooses; it is a 
matter of sorrow for the partridges; the beauty follows the order in offering 
its honour, first it was with Kairavas now it is with Karijas." 


Another verse describes the same phenomenon and brings out very well 
the poet in the writer : 


mead mganga fnat 
afaa Raf qu dp aTa | 
aratsfsear: ofefrraar LESS GLE Ss 
gatai aaan ARATAT: 13 
"When the mass of stars in the eastern quarter had gone and had 
begun to shed pale light; when the constant fog collected in front had begun 


to make the orb of the sun invisible, the swooping wind removed the cover- 
ing of the lotus stalk, its fragrance. At this 


— should enjoy this lovely and sweet thing.” 


the wicked bees thought that they 


The description of the setting sun 


E is found in the following small verse 
E which on account of its poetic beauty has a special appeal for the connois- 
l. Pratirüjasuyam, Seventh act, p. 177. ; i i ee: 





9. Ibid., Second act, p. 18. 


e. : £ IR b E “3. Ibid., Second act, p. 20. s 
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ed Setétsetsfed ea chr: | 
TAMACT ATH ATS: HL 1 
More detailed and vivid is the description contained in the following 
verse : > À 
A Prarie Aegan- 
TAFYA Sp RÍRTHgSTHTÉTSTTSR: | 
qaare Safer gra teferger- 
anea aR ITI. faqa: 112 

“This massive darkness terrorizing the rays of the sun and resembling 
the big flock of crows on the move is thickening all over at this time of the 
dusk, getting together, having come out of the bowers, the ring of trees with 
nests on them and the mountain caves." 

The works, especially the Udgātrdaśānanam have a tāntric touch too. 
There is a peculiar passage where there is a veiled mention, as is clear from 
the text itself, of the mantrabija— 

af wt faaan, tt age, d d durfug, ow gers, sfera- 
feres carina p (Ga: aag) et fam fe aaar: qafa ? war neadi- 
qase 1° 

Occasionally the playwright is seen to quote earlier texts too, as for 
example : 

Ww agait — 

fratat qp gama ngA q farat d 
aiman Afa a: ud 
fa 

warafafe zit aarfeatt ada sra: | 
ACATAzT EA LIST NAT AT II 

Occasionally however the author adopts older lines. into his works 

with slight modifications. 


]. Ibid. Fifth act, p 113. 

2. Ibid., Fifth act, p. 114. 

3. Udéaütrdasunanam, Fourth act, p. 33. 
4. Kalipradurbhüvam, Fifth act, p. 9. 
5. Ibid. 
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Durgabhyudayam 
INTRODUCTORY 
The play Durgābhyudayam is written by Pandit Chajjuram Shastri. It 

is published from Delhi in 1931. It has seven acts and seventy four pages and 
deals with the greatness of the goddess Durgā . 

PLOT 

First act-In the prologue to the play Sūtradhāra (the stage manager) and 
Pāripārśvika are shown on the stage carrying a discussion about a king who 
was roaming about in the forest after he was defeated by his enemies and was 
deprived of his wife, children and wealth. They also disclose that when the king 
came near the hermitage of a sage, his mind became full of peace. There he 
met a Vai$ya who also lost everything like him (the king). VaiSya's sons and. 
daughters had deserted him, still he remembered them and could not get men- 
tal peace. The king wants to console him but his words have no effect on the 
Vaisya because he himself is inflicted by similar worries. After some time 
they both go to the sage to hear some good words from him and obtain 
mental peace. They seek his advice and the sage tells them that nothing on 
earth can give them peace except the devotion to Bhagavatī. She is the 
source of all happiness. She saves man from committing sin. A man forgets 
everything else when he is deeply devoted to Mother. In the act proper 
Brahmā comes and asks the demons as to why they are trying to kill him. 
They say that this is their nature.to be jealous of religious persons and love 
the sinners. Brahma, seeing no other way out prays toVisnu for help. While 
he is praying the demons go away to some other place. A voice from above 
announces that he should praise Yoganidra because she is pleased with him 
and would bless him with whatever he wishes. Brahma then praises 
Yoganidra. Yoganidrü is the power of Visnu. She announces from above that 
Visnu is ready to help him. Brahma then approaches Visnu and asks for help. 
Meanwhile the demons had fled away from the scene. Accompanied by^ 
Visnu Brahma challenges demons to come before him and become a prey to ` 
Visnu's wrath. Both Madhu and Kaitabha come to him and insult him but 
when they see that Visnu has got immense power they both are afraid and 
try to escape but Visnu kills them. Brahma is very happy at this. Visnu is 
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called Madhukaitabhari after this incident. Brahma praises Visnu for killing 
those powerful demons. He wants to know as to how he killed Madhu and 
Kaitabha. Visnu tells him that he would relate the whole story before his 
beloved Rama. . 

Second act — In the Viskambhaka it is informed that Mahisasura has 
defeated the whole army of the deities and lord Indra is worried about this. 
In the act proper Indra discusses the problem of Mahisasura with other 
deities. They all want to go to Brahma and discuss with him the Mahisasura 


problem. They goto him (Brahma) and tell him that they are worried on 
account of the demons. Brahma assures them that their worry would be over 
soon because Visnu has gone to Siva to consult him about this matter. They | 
should also go there and find out as to what transpires there. 

On the other hand, Brahma, Visnu and Indra are discussing the problem 
of demons. Indra tells Visnu that demons aspire to conquer heaven. They 
have an eye on ‘Kalpataru’ and 'Kümadhenu'. Not only this, they insult 
the celestial ladies too. Visnu consoles Indra and tells him that from now 
on, the deities should have no worry because he (Visnu) and Sankara have 
decided to kill the demon chief Mahisa. Visnu tells them that all the 
deities should transfer a part of their energy to a woman form and make it 
the all-powerful one. That power in a womanly form would be able to kill 
the demon Mahisa. Sankara, Vişņu Yama, Soma, Indra, Varuna, Prthvi, 
Brahma, Surya, Vasus, Kubera, Agni, Sandhya, Vayu’ and Samudra all 
five a part of their energy to the womanly form anda Devi having the 
powers of all the deities appears gleamingly before them. All the deities are 
very happy tosee her. They all praise her and request her to destroy their 
enemies. Devi assures them of all help and tells them that they should go 
to their respective places and feel comfortable there. 

Third act — Narada describes in meticulous details the killing of Mahisasura 
by Bhagavati. He also informs Indra that Bhagavati first ruthlessly killed 
the demons but they again rose and started fighting. Finally when she used 
divine weapons (Divyastras) only then could they die. Narada also tells him 
about the treachery of Mahisisura who threatened the Ganas of Devi by 
assuming different forms. Sometimes he fought assuming the form of a lion 
and sometimes that of a human being. Meanwhile it is informed that Devi 


| 2 = has killed Mahisisura and has ended the worry of the deities. Devi then 
EC - herself appears before Indra and offers him a seat. Indra praises Devi and 
= Deviis pleased with his praise and assures him that she would help him 
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whenever he may need it. 

Fourth act—All the deities have sent a messenger to Indra to inform him that 
they are all very much oppressed by two demons named Sumbha and 
Nisumbha. Indra sends the messenger back telling him that he is waiting for 
all the deities and they should all come and discuss with him personally 
about this problem. When the deities come to him he reminds them that none 
else than Bhagavatidevi can protect them. She should be praised and if she is 
pleased everything will be all right: He further tells them that Bhagavati 
herself has assured him that whenever he is in trouble he should remember 
her and that she will destroy their enemies, The deities then go to the 
Himalayas and praise her there. In a. short while the goddess appears before 
them. She assures them that just as she destroyed Mahisasura in the same 
way she would destroy Sumbha and Ni$umbha too and that they should have 
no anxiety on this score and go back peacefully to their respective places: 
Meanwhile Canda and Munda who are the spies of Sumbha catch sight of 
Bhagavati. They take her to be an ordinary woman and go toreport to their 
Lord Sumbha about her. 

Fifth act—Both Canda and Munda report about the presence of a beautiful 
woman in the Himalayas to their Lord Sumbha. Sumbha also thinks Bhagavati 
to be an ordinary woman and sends Sugriva, a messenger, to convey to her the 
message that Sumbha, the chief of demons, wants to enjoy her company. The 
messenger goes to Devi Bhagavati and relates to her what Sumbha had said. 
Devi immediately understands the treachery of the demons but she tells the 
messenger that she would marry only that man who is able to defeat her in 
battle. The messenger cannot believe that such a beautiful and delicate lady 
can fight with such terrible demons as Sumbha and NiS$umbha. He wants to 
take her by force but when Devi shows her ‘Kalika’ (furious) form the 
messenger makes good his escape. 

On the other hand Sumbha is eagerly waiting for the messenger. He expects 
bad news because his left eye is throbbing. After a short-while Sugriva comes 
with the bad news that Devi has not only repudiated his proposal but has 
insulted the whole demon race. Sumbha is furious to hear this. He sends 
Dhtmralocana.his, army chief, to bring Devi to his place. Dhümralocana 
accompanied by huge army proceeds to bring Devi but she destroys him and 
the whole of the army. When Sumbha is informed about his death he sends 
Canda and Munda to engage Devi in a fight and himself proceeds to 
meet NiSumbha to inform him about the whole incident. 
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Sixth act— Canda and Munda come to fight against Devi. Devi humorously 
tells her followers that DhUmralocana has died. Canda and Munda too will 
meet with the same fate. This is exactly what happens. Both Canda and 
Munda are killed in the battlefield. When Sumbha learns about this 
tragedy he is terribly shocked. Meanwhile a messenger from Bhagavati comes 
with a letter which reads that the demons should go to nether region if they 
want to live, otherwise every one of them would be killed. Sumbha is beside 
himself with tage at this. He wants to arrest the messenger but his 
minister restrains him from doing this. At last Sumbha sends his younger 
brother Nigumbha to the battlefield but he (Nigumbha) too meets with the 
same fate. Though faced with such calamities and continuous defeats Sumbha 
still entertains a feeble hope of victory and himself prepares to leave for the 
battlefield. | | | 
Seventh act— Two Gandharvas, Sprhaniya and DarSaniya describe the fierce 
battle between Bhagavati and Sumbha. After heavy fighting Bhagaveti 
kills Sumbha. The whole world rejoices when the news spreads about the 
death of that demon. Indra praises Devi Bhagavati with utmost devotion. 
Devi is very much pleased with him (Indra) and blesses him. Indra then 
utters the Bharatavakya and with that the drama comes to an end. 
CHARACTERIZATION 
Mother Goddess — The present play is a mythological one. It depicts the 
efficacy of devotion to the Mother Goddess which can lead to the fulfilment 
of all desires and to the destruction of evil symbolized by demons. .The mother 
Goddess represents in herself the cumulative power of all the gods. 
CRITICAL APPRECIATION 
The present play hasa pleasant and racy style. The writer has 
composed it in the best of the styles of Sanskrit drama. It makes a delightful 
reading. It is peculiar of the writer of the present play only to combine in 
himself the mastery over the difficult jargon of the Navyanyaya and the 
charming language of poetry. He is himself conscious of this and says in the 
beginning of his work: : 


PA aAa aAA BOTT | 


aa aaa Wer esquWmer AAT 1? 
ChajjUrama, whose speech is equally facile in the hard science of logic 


—————— as also the delicate poetic composition. 






l. First act, p.3. 
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The author is justly proud of his poetic skill: 
GTUAHAl AH: a sete: YÍXERUW | 
aeaea afaa aa aaa: D 
"In the work of Chajjūrāma there cannot be found even one such verse 
wherein there may not be some charm, much or little.” 
One of the verses as given below will bear out what has been stated above: 
aT MH YAH TAT A AAT 
at mgfasafa afa crater: | 
AIT Tacs eats fara fsa: 
qana eux afermar: tu 
“The great Maya is awe-inspiring and beneficient. If you want 
to know her then you should meditate on the lotuslike feet of hers who 
wields endless power and destroys the multitude of evils of her devotees. 
^ Sometimes the author composes such verses as embody in them some 
fundamental truth or general principles : 
ge 4 ce a wear afer Heaths arate | 
wai fe emen aafaa West a SUE | 
aaa aaa del. afon Hn 
gama FI WAT TY Tet cud TAT: d 
“There is no happiness or sorrow for a man for all time. The condition 
of the world is not pitiable, for it moves like the felly of the wheel of the 
chariot. With these thoughts (one can appreciate the fact that) in this world 
even a weak nian can score a victory over the powerful one. Not to speak 
of the ordinary human beings even lord Indra himself has to undergo this," 
fard aghag qur qeata Psp REAR | 
aala BAY SRDIHOTa START 1i 
"One should keep in mind that whatever is properly considered after 
consultations with many that action alone yields fruit quickly.” 
HAT SUCAA SAAT FAULT TIAA | 
SiqempTWTHHE ASAT: AT Weg Uw” 
First act, p. 3. 
First act, p. 10. 
Second act, p. 23. 


Second act, p. 24. 
Second act, p. 23. 
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"Even a cursory talk of the wicked leads to evil. So those who desire 
good should desist from it." E. 

These words themselves speak out the emotions they depict : 

adaa grferatar | 
TAMA Tea fave | 

Tet Wet fT seat 

atig wri wfg at gefa n | 

“O you lier, babbler, unnecessarily proud, I see whatever you say. Pick 
up a weapon, hold your tongue, shed off your pride and kill me who am 
standing before you." 

aasaga afen AT AATATAT TASET: | 
AMAA fag gI: Eat ALT: |? 

"Iam the rising mountain for the wicked as also the setting mountain 
for the good. I, the refuge of the friends, am the foremost among the demons 
engaged in activities other than just." 

Elegant and charming, the language of the work has an appeal of its 
own. It is generally free’ from any marked grammatical inaccuracy. It is 
only in a couple of places that one meets with lapses, one of which concerns 
itself with hiatus in the pada itself: papain ca apamrtyaval?, much against the 
established convention while the others concern themselves with the use of 
the parasmaipada in: didrbsati!, sangamisyati> (used twice) and yatantw 
where more appropriately atmanepada should have been used by pan. 
jnasrusmrdrsam sanah, samo gamyrcchibhyam and anudüttanita dtmanepadam 
(v yat is anudattet aud therefore: dtmanepadi) respectively. 


"The language of the work is characterized by excessive alliteration. 


The author is himself conscious of his power of creating a jingle of words. 
He is proud of this achievement of his and asks, ‘who is there today who can 


equal Chajjürima in a composition marked by alliteration ? Not only this. 


_ Even in earlier times there may have existed some or not. Ifthere were, 
_ only two or three were such poets": 


_ 1. Seventh act, p. 65. | 
3. First act, p 11, 


4.‘ Third act, p. 40. 


LEE Lea 5. Fifth act, p. 53; Seventh act, p 70 






== 6 Seventh act, p. 74. 
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agfa aay SyaT F: | 
gaara Jaag fear wa RAAT; a 
That this is not an empty boast is proved by even a cursory look at 


the work. We meet with alliteration and rhyme at every step. Words 
similar in sound follow each other in quick succession and leave a lasting 


impression on the mind. A few examples will bear us out: 
(a) aà aenea xumq qi fraritssraeag fara aa: 12 
(4) me gagag drongag feque sfa web uq wur aar Wand 
qaa Quei wey Te Sepp dar [enne War dada 
aadtar mur i 
(a) fupe dft adsain gap fraa) mAT: REET AT 
geara «diues 14 
(a) afa arta aiaa, atta fugerat, itaran faa atar 5 
(s) wadya: fag sar SGHDRIDTSHRD gp TSDESTDIRDREI- 
saeg ya Aaaa Hel ATS Naa AAT LAAT AA CHL A- 
wart | aaa  GDEISWIRSATDDQR RII A Aaa Maa 
fara agana aa a amaaa gat TSTEDSE. CANT I CH SIE 8- 
qaaa: afae feat 18 
The last paragraph is a good example, though a solitary one, of long 
compounds reminiscent of the style of the old prose works. 
The work shows a number of stotras in praise of Yogamaya or Durga. 
Not only this, their mahdtmya is given along with some of them, as for 
example, the praise of Yogamaya is followed by the verses. 
Senge aa At AANA: | 
Wa ot Taga saa wala ay |! 
aAa WTISA ATTA: | 
gaa QT Alara atewufas U^ 


First act, p. 4. 
Second act, p. 22. 
Second act. p. 25. 
Third act. p. 36. 
Fifth act, p. 49. 
Seventh act, p. 67, 
First act, pp. 19-20. 
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P "Him who praises Devithe whole world obeys; all his difficulties 
c disappear, he surely wins respect, wealth, wife and good son. Indebtedness, 
B. disease, etc, and poverty as also sin and untimely death run away from him 


E even from afar like the mist from the Sun.', 
; SS The most prominent figures of speech in the play are Upamā and 
Bs Utpreksa. An example of the latter is particularly delightful and bears 
reproduction here: 
E. We m | 

AE XH cmq aang agaga fafa: | 
E qurfacerWe «pe faex cw 

“Methinks the creator out to create the moon having the resemblance 
of her face creates it and destroys it in the form of the two fortnights." 

The play has no Vidüsaka; not even humour. The predominant 
sentiment in itis the heroic. It depicts the destruction of the demons 
Mabisa, Sumbha and Ni$umbha. The actual battles, in line with the rules 
of dramaturgy are never shown on the stage. They are told through 

= somebody, sometimes the reporter (the spies), sometimes the Gandharvas. 
ES. In dramatic technique the work follows the older plays except of course the 
E. prologue which has deen stretched to cover 13 pages. It is perhaps the 
; E wa longest one among the Sanskrit plays. E 

The one point of adverse criticism against the play is thatit has little 
CON dramatic element in it. The audience never finds itself inan expectant 
+ mood, no suspense is there, no turns and twists in the story. 

But on the whole the play is quite readable and leaves $ood impression 
on the mind. 




























|. Fifth act, p. 49, 
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‘Nal adamayantiyam 3 
INTRODUCTORY | 
The play Naladamayantiyam is written by Kalipada Tarkacarya and i ig 
published by Sanskrit Sahitya Parishad, Calcutta, in the year 1332, Bengal 
era. 
First act — King Nala has got the portrait of Damayanti and is very much 
attracted by it. He wants to convey his love to his beloved but is helpless. 
His friend Vidusaka knows that he (the king) is suffering from the pangs of 
separation. So he tries to cheer him up by imitating the voice of a lady: 
The king mistakes him for Damayanti and this defeats the very purpose of 
the VidUsaka, viz, to humour the king. After sometime they go toa lake 
where they happen to see a golden swan. The king wants to catch it and 


makes several attempts. The swan gives the slip to the king a number of . 


times. The king therefore tells the VidUsaka that he alone is unable to catch 
it and that he (Vidusaka). should help him. Both of them then catch hold 
of the swan who entreats them for release asa compensation for which 
however it would bring him into contact with Damayanti, the princess of 
Vidarbha. T 

Second act— Kali himself wants to marry Damayanti. When he is informed 
by Kamadeva that the four gods also have a desire to marry her and havé 
sent Nala as their. messenger to her (Damayanti) he (Kali) wants to create à 
mischief. He sends Kümadeva to the very place where Nala has gone (to 
Damayanti to convey the message of the gods) to foil his mission and himt 
self goes to Nisadha country to incite Nala’s younger brother Puskara 
against him (Nala). On the other hand Damayanti is.shown to be very: much 
worried on account of her separation from Nala. She has heard his praise 
from the golden swan. - She with her friend is gathering flowers when Nala 
reaches there. He has gotthe power of being invisible and so is able to 
hear unnoticed all that transpires between her and her friend. After some 
time disclosing his identity he roams in the garden. Both Damayanti and her 
friend are surprised to see him there because no outsider can enter that. 
They think that some Devaduta has come there. Nala says that he has come 
to her with a. message of the gods. The gods want that she should marry 
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one of them. Damayanti is furious at this and requests Nala to save her 
from that unenviable situation. She falls into swoon after hearing this. 
Nala brings water and helps Damayanti to regain her consciousness. When 
she comes to her own she pleads with Nala that he should go to the gods 
and tell them that Damayanti can accept none else than Nala as her hus- 
band. Nala wants to clarify that she would be more happy if she becomes 
the wife ofa god. But Damayanti is adamant. Nala leaves the place 
saying that he would convey her message tothe gods. It is at this moment 
that Damayanti and her friend realize that the person with whom they were 


= just talking is no one else than king Nala himself. 


Third act— Vidtsaka informs that Damayanti has married Nala in spite of 
the heavy pressure from the gods. Though gods have appreciated this act 
of Damayanti Kali is very much upset and wants to avenge the insult to him. 
He, curses her that she would not be able to enjoy Nala's company for long, 
He assists Puskara, the younger brother of Nala, as a result of which Nala 


Joses to Puskara everything including his kingdom in gambling and is now . 
-&oing to forest with his wife Damayanti. Then king Nala with the queen 


Damayanti is shown leaving his kingdom. Every one is in tears and wants to 
accompany them though Nala says that they all should be loyal to their new 
king, But no one is willing toserve the new king. Wretched Kali does not 
rest here and wants to torture the royal couple further. He plansto separate 
Nala from Damayanti. Nala has nothing left with him. So when he sees 
golden birds flying above his head he tries to catch them by spreading the 
only cloth he has got. The birds are imaginary and are the creation of Kali. 
They fly taking the cloth of king Nala. He is very much distressed at this 
incident. He knows that there are many difficulties in living in a forest. 

Fourth act—Nala tells Damayanti that the wretched Kali has pledged to 
separate them both, so it is better for Damayanti to go to her father's place. 
But Damayanti requests him that he should not leave her alone. At night 
both of them sleep under one cloth. When Nala notices that the tired 
Damayantiis. sleeping soundly he tears off half of Damayanti's saree and 
slips away stealthily. At one time he thinks that he has not treated 
Damayanti fairly by leaving her alone in the forest but at the second thought 


he thinks that she isa princess and has been brought up in luxury. She 
would not be able to bear the tottures of forest life. Kali tries to take him 

= Away from Damayanti_ but Viveka (Nala's conscience) does not allow him | 

E to.leave his legally wedded wife. At last-the vicious plans of Kali come out 
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successful and Nala goes away leaving the sleeping Damayanti behind. 
After he goes a distance Nala hears the heart-rending cries of the Karkotaka 
serpent who is dying in the fire. No one is there to protect it. Nala has no 
interest left in life so he comes forward to protect it. On the other side 
when Damayanti wakes up she does not find Nala. Sheis perplexed as to 
where he has gone. But time passes by and Nala does not return, Damayanti 
is very sad and thinks that Nala has left her for ever. dur 
Fifth act — Damayanti is mad with worry and is roaming about here and 
there looking for Nala. But he is nowhere to be seen. Sometimes she feels 
that he is coming and is happy but after a while when she notices thát he: 
has not turned up her faith is shattered. As she is roaming about a big black 
serpent tries to kill her. She is terribly frightened but at that very time a 
Kirüta comes over there and saves her by killing the serpent but after 
killing it he begins making advances towards her. She protests but he does 
not listen to her. Attracted by the cries of Damayanti the leader of the 
Kirátas comes there and saves her. He condemns that Kirata and punishes 
him. He assures Damayanti that she is just like his daughter and that he 
will take every care of her. It is he who safely sends her to her father's 
house. 
Sixth act— While working as horseman in the stable of king Rtuparna, Nala 
feels penitent for having been so cruel to his beloved and devoted wife. He 
thinks that even the cruellest of men would not permit himself such a crime 
as he has committed. Vidūşaka, his friend, comes to him after a hard search. 
Though Nala's appearance has changed somewhat yet he is able to recognize 
him (Nala). He keeps this fact to himself and shows as if he has not 
recognized him. He informs Nala that Damayanti is again going to have 


" her Svayamvara. Nala is shocked to know this but as he does not want to 
- reveal his identity, he has to suppress his mental agony. VidUsaka tells king 


Rtuparna that Bhima (Damayanti's father) has invited him in the Svayamvara 
of his daughter and that he has only one day's time to reach there. Nala 
knows the art of driving fast. He says that he can take Rtuparna to Bhima 
ina day. This removes Vidüsaka's last vestige of doubt about Nala’s 
identity. He is happy that at last he is successful in locating bis friend, — 

Seventh act — Nala is sad to hear that Damayanti who used to sacrifice 
everything for him is now prepared for remarriage. He has to accompany 
king Rtuparna to the parental place of Damayanti where once he was the 
main figure. It is impossible for him even to think that Damayanti would 
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choose another husband. After reaching that place he is once again 
reminded of all the past incidents. Here VidUsaka has arranged for his 
surprise meeting with his son Indrasena. While playing a buffalo comes to 
trouble the child. Nala comes to his rescue and when he asks as to whose 
son heis the child utters his own (Nala's) name. Nala hasa pleasant 
surprise when he finds that his son is full of praise for his father (himself). 
His son's words no doubt provide him witha little bit of consolation that 
-Damayanti still loves him. It is she who has taught her son all that he has 
spoken. But the mystery still remains, if Damayanti still loves him, why then 
has she agreed for her second marriage. He (Nala) tries to enrage Indrasena 
by condemning the character of Nala but Indrasena becomes furious and 
wants to settle this dispute by sword. At that very moment Damayanti's 
father Bhima and other courtiers come and tell Nala that they are happy to 
meethim again. All that happened was due to fate which nobody can 
change. Vidusaka also embraces him very affectionately. Nala is overjoyed 
to meet his old friend. VidUsaka tells the whole story about Damayanti— 
what happened to her in the forest and how with the help of a Kirata leader 
she was able to reach her parents. Nala and Damayanti also meet after a 
long time. Now everything becomes clear to Nala. All this act. of. 
remarriage was nothing but a ruse to locate him (Nala). Rtuparna is happy 
that Nala and Damayanti are together again. Kali and Nala's younger 
Brother Puskara also come and apologize for their misbehaviour. Puskara 
says that Nala should take his kingdom back and forgive him for his 
misdeeds; Everyone is happy to hear that Nala has again obtained all that 
he had lost due to adverse fate. Inthis happy consummation the drama 
comes to-an end. ! | 
£ The difference between N alopākhyāna of the Mahābhārata and the story 
of the Naladamayantiyam — Here it would be pertinent to examine the 
question as to what is the difference between the plot of Nalopakhyana of 
the Mahabharata and the plot of our present drama. 

- The aim of our playwright is to make the plot more appealing to the 
modern reader. So some changes have been made here and there in the plot 


ay = e 

= and these add charm to the drama and make it appear more natural. We 
É find a pleasant touch of imagination combined with Puranic facts. 

D - Inthe Nalopakhyana when Nala plays the part of a messenger, he 


Bives his true introduction to Damayanti, suggeststo her that she should 
choose one of the gods as her husband while Damayanti says that she has 
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chosen Nala as her husband. She even suggests that he should come in the 
Svayamvara with the gods, disguised all as a god; if her love is true she will. 
recognize him. Inthe present drama though Nala comes to convey the 
message of the gods he does not disclose his identity to Damayanti. , 
Damayanti also says nothing to him. She only conveys through her friend 
that she loves Nala and no one else. This change has brought to both the: 
characters of Nala and Damayanti some gracefulness and softness which 


 Nalopakhyüna evidently lacks. 


It seems that the dramatist is not in favour of prolonging Damayantis 
stay inthe forest. Terrified by the serpent and tortured by the Kirata 
(who saves her from the clutches of the serpent) Damayanti is saved by 
the leader of the Kirátas and is respectfully escorted to her parents' place. 
In the Nalopakhyana Damayanti roams about in vain frcm one place to 
another in the forest in search of Nala. She goes from one hermitage 
to another to enquire about his whereabouts. Restless Damayanti 
reachcs Cedirüja where the queen mother gives her shelter and treats her 
affectionately. On the other hand when Vidarbharaja comes to know about 
the calamity that has fallen on Nala and Damayanti he sends a few 
Brahmanas all over the country to search for Damayanti. A Brahmana 
who reaches Cedi finds Damayanti living there least knowing that she is in 
her auntie's house. 

The third change which the writer of the present drama has introduced 
is the pleasant meeting of Nala with his. son Indrasena, Disguised Nala has 
come to Vidarbha as a charioteer of king Rtuparna. VidUsaka knows that 
he is the real Nala and arranges his meeting with his son Indrasena. While 
Indrasena is playing, a buffalo interrupts him and wants to attack him. Nala 
hears somebody saying that Indrasena is in danger. He reaches the spot 
and clears that buffalo out of Indrasena's way. Then starts the dialogue 
between them. Nala condemns the character of Nala (1. e . himself) but 
Indrasena is furious to hear this ‘attack on his father. He wants to settle 
this matter with sword. | 

It seems that the author has very much in mind the scene cf 
Dusyanta's meeting his son Bharata, and Rama’s his sons Lava and KuSa when 
he introduces the meeting of Nala with his son Indrasena. By this change he 
is able to show that before meeting Damayanti Nala's doubt about 
Damayanti is very much cleared. 

Another change introduced by the playwright is with reference to 
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Puskara. Wretched Püskåra (younger brother of king Nala) of Nalopakh- 
yana is shown as a noble man otherwise but is hypnotized by Kali to do all 
the wrong hé doesin the Naladamayantiyam. He isa good man at heart 
and sometimes he feels that he is doing wrong but Kali prevents him from 
doing the right” thing. After Nala has lost everything in gambling and 
has left for the forest, Puskara feels sorry for all that he has done. He 
wants to return everything to Nala but under the influnce of Kali is unable 
to doso. In Nalopakhyana Nala returns to his kingdom after staying in 
the forest and wants that they should again indulgein gambling so that he 
may be able to regain his kingdom but Puskara quarrels with bim and 
condemns him. Nala has to fight against his younger brother to regain his 
kingdom but in Naladamayantiyam Puskara himself comes to Vidarbha to 
pay his respects to his elder brother, apologizes and returns to him 
respectfully the kingdom he had wrongly obtained. This incident raises 
him above the ordinary human level. ; ` 
CHARACTERIZATION | 
Nala — Nala of Naladamayantiyam is like Dusyanta of Kalidasa. As 


- Dusyanta forgets about Sakuntala on account of Durvasas’ curse so does 


Nala forget Damayanti due to the curse of the powerful Kali. Damayanti 
had to incur Kalis wrath on account of her refusal to marry him. Kali 
curses her that she would not be able to injoy the company of her beloved 
fora long time. By introducing this anecdote of the curse the writer 
has removed the blot on Nala’s character. 

When faced with the duty of a messenger he forgets everything tiet 
his own self. He knows that.he cannot live without Damayanti but am 
hkea dutiful messenger he says to Damayanti : 


WWI— Wa AMAT ale gangga, we a; qi Suri E 

WrjW water | akat aaan fagag fa I 
At another place when he learns that Damayantī has arranged for 
remarriage he does not condemn Damayanti but confesses that all that 


= happening is due to his fault only: 


Ta: (eres) Het eret eft afrasa afsat ar agra safa: AeA 
ait ertet Teea ufarent safrani t gr fü ace"! arf aar CERT TAT 
gar Pre Garage l MIN AJET ad UT gT 12 


(dh Second act, p. 49. 
: at Sixth act, P. 12, 
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‘ Nala (to himself) Oh, I have earned great fame by forsaking my wife. 
This fame of Nala will continue to spread on the earth till doomsday. Oh, 
how sad, I have thrown the darkness of infamy on the pure race of the moon. 
Or I have acted in such a way as to be worthy of the race of the moon.” 
Damayanti—Damayanti, the heroine, chooses her husband herself. But she 
cannot enjoy her married life with him for long. She has to live with her 
parents after he leaves her in the forest. This incident reminds us of Sakuntala 
living alone in the forest after Dusyanta had refused to recognize her as his 
wife. Both Damayanti and Sakuntala act on their own in selecting their 
husbands but both have to live without them for a long time. Fortunately both 
are reunited with their husbands and lead a happy married life thereafter. 

Damayanti's main concern is to find out the whereabouts of Nala by 
whatever means she can. She also knows that though Nala has left her he 
loves her so much that he cannot tolerate the idea of her being married to 
another person. By the announcement for remarriage he would surely 
appear onthe.scene, so she thinks. Her trick works and both the hus- 
band and the wife are united happily once again. 

Damayanti is a trueideal of Indian womanhood. She bietara death 
to life without her husband. Her bravery, loyalty and truthfulness have 
won her eternal fame. 
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Prasantaratnakaram 
1 IN TRODUCTORY 

PraSantaratnakaram is published by the Sanskrit Sahitya Parishad, Cal- 
cutta in 1939. The author, Kalipada, calls the present work a play, but it is 
doubtful whether it completely fulfils the requirements of a play. It would be 
better to take it an experiment in' new dramatic technique which the writer 


has adopted here. The play is based on the story as related in the Ayo- 


.dhyakanda of the Adhyatmaramayana. It also has for its basis, the Krttiva- 
-saramayana of Bengal. The. author has; no: doubt, so transformed the 
character of the hero and has so thoroughly changed the incidents connected 
with him that he seems to have assumed a new form at his hands. The 
present play bears an indelible imprint of the author and though based on 
an old and hackneyed theme, has sufficient originality in it to interest 
the present day critic. The turns and twists which have been given to the 
‘story, make it look refreshingly charming. - 

The play was first published serially in the monthly organ of the Sans- 
krit Sahitya Parishad, Calcutta. One of thenotable chatacteristics of it is 
the total absence of Prakrits in it. All the characters in it use Sanskrit. 
PLOT . 

First act—In a famine-stricken region, Ratnakara goes from door to door in 
search of food whichis denied to him. He feels very sad at the thought 
of his parents, his wife and son being oppressed with hunger. He feels 
extremely upset and angry when in spite of all his wanderings for the whole 
of the day, he is not able to procure anything to satisfy his own and his depen- 
dents’ hunger. He is very angry with those who are rich but do not like to part 
with their riches. For a moment, he feels that he should better relieve the 
rich of their wealth and distribute it among the poor and also satisfy the 
— hunger of his family. But his conscience does not allow him to do so. He 
restrains his extremist thoughts. Then Sumati, a girl ( personifying good 
thoughts) sings a song from behind the curtain. This song, too, dissuades 


| 9 : T | . bim from adopting the wrong path. Butthe hard realities of life and the 


—cruel nature of the world make him so sad that he wants to commit suicide 


T hanging himself with a piece of cloth tied to a tree. The moment he is 
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trying to put these thoughts into practice, he hears the cry of a woman who 
is being oppressed by a dacoit. The lady puts off all her ornaments and 
hands them over to the dacoit. But this does not satisfy the wicked person 
and he tries to satisfy his lust by using force on her. When he is about to 
commit the crime, Ratnakara appears on the scene and saves the honour of 
the girl. In an encounter he injures the dacoit who happens to be the 
leader of a big gang. Being impressed with the courage of Ratnükara, the 
dacoit wants him to take charge of his gang. He further advises him that 
by taking to dacoity, he would be able to get rid of his extreme proverty 
and would be able to lead a rich and contented life. Ratnakara agrees. He 
feels that in this way he would be able to help other poor families. Both of 
them, then, become staunch friends and prepare a scheme to kill their king 
Kame$vara on account of whose wicked deeds the public is suffering 
from extreme poverty. They think that by removing him (the king) from 
the throne, it would be possible for them to provide adequate food to the 
needy and all hunger and want in the kingdom would disappear. 
Second act—This act is laid in the royal court. The very face of the king 
reveals harshness, wickedness and his evil nature. lt is on account of him 
that this country is stricken with famine. He is so engrossed with his plea- 
sures that he has no time to look after the welfare of his subjects. His 
people are suffering from acute hunger and want. When the things reach 
a climax, a Brühmana comes to him and on account of his oppressive 
hunger, curses him that his entire kingdom would be destroyed. Kame- 
Svara listens to all this and in his heart of hearts feels too that he is 
himself responsible fot what is going on in his kingdom but does not try to find 
a way out of the difficulties of the subjects and goes to Lilavati, his beloved. 
Lilavati is a very beautiful lady who had become widow in her very 

childhood. The king happens to see her and being charmed with her 
beauty wants to marry her. Lilavati's father does not like this. The king 
plots his murder and brings Lilávati to his harem  forcibly and 
spends most of his time in her company. Even while he is with Lilavati, 
the news comes to him that the royal officers have burnt the hutments of 
the poor who could ill afford to pay taxes. The king pays no heed to it. 
He remains busy with his pleasures as before. He bestirs himself only when 
he comes to know that Visvavasu, the goldsmith who was coming to Lilavati 
vith a necklace of diamonds; has been put behind the bars under the orders 


of the Chief Queen. 
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Third act—Ratnakara arranges to send a forged letter to Kamesvara 
wherein Simhavarman, the incharge of a hill fort, makes an unusual request 
for the immediate reinforcements of the royal army on account of his having 
been attacked by enemies. Actually it is Ratnakara who has written this 
Jetter and not Simhavarman. The ignorant king however thinks it to be 
genuine and orders his entire army to reach the fortress to save 
Simhavarman. ' 

Now finding the field clear, Ratnakara enters into the royal palace on 
a dark night and breaks through the royal treasure and makes away with it. 
He destroys many other things, too. The king is highly angry at this and 
‘swears that he would teach Ratnakara a lesson. 

Fourth act—Earlier, when Ratnakara was supporting himself and his 
dependents by begging alms, he had come to incur a debt of Rs. 200/- which 
he had to pay to the creditor. Now, when he comes to acquire wealth 
Ratnakara’s father Cyavana and his son Atreya, come to him to pay off the 
debt. On an enquiry from his father as to from where he could acquire 
such wealth, Ratnakara says that a rich friend of his has given him this 
money as help. He does not want to say any such thing as may lead him to 
trouble afterwards. 

Now it so happens that as Cyavana and Atreya are handing over the 
money to the moneylender, the royal spies standing near-by, become suspici- 
ous and come to think that they have some Connection with the gang of 
thieves. The policemen catch hold of them and give them a good thrashing 
to know from them their source of money. 

Just as the police is torturing the father and the son, Ratnakara artives 
on the scene with a group of his supporters and kills the policemen and 
brings the father and the son (who had become senseless having been 
mercilessly whipped) to the newly established city of Ratnapura. 

Fifth act— This act introduces us to a dialogue between Sumati and 
Durmati. Sumati personifies truth, non-violence, co-operation, world 
brotherhood and clemency etc., while Durmati personifies violence, murder, 

‘cruelty, theft and dacoity etc. Durmati is very happy with Ratnakara's 
| activities, for he has chosen to follow her path. Sumati, on the other hand, 
feels pained at Ratnakara's downfall, but she has none the less the feeling 
‘that he would one day come to follow the right path. 

The next scene is laid in Ratnapura where Ratnakara is seen telling 
his son that Ratnapura is a place which provides shelter and food to all the 
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poor and the helpless people. Atthat very moment, a person comes and 


informs Ratnükara that he has, with the help of his astrological predictions, 
murdered some high officers of the State. He further informs Ratnakara 
that king Küme$vara would, one day, come to the river Sarayt for a pleas- 
ure trip in boats, and that would provide him with the opportunity to 
capture him. Ratnükara readily accepts the plot and prepares to execute 
it in right earnest, for he has to avenge the inhuman atrocities perpetrated 
by the king on his father and son. He deputes a person to keep company 
with the king and to jump into the water when the royal boat is in mid- 
stream. That would provide Ratnakara with the necessary opportunity to 
come to the rescue of the man and then to jump into the royal boat with him. 
Sixth act—Now everything turns out to be exactly the way Ratnakara had 
planned. Ratnakara’s man jumps into the river. Ratnakara comes to his 
rescue and jumps into the royal boat with him and with all the members of 
his Sang. In the encounter that ensues, the royal supporters are killed and 
the king is taken prisoner. 

The next scene introduces us to Ratnakara’s father Cyavana and his 
wife, who enquires from him (Cyavana) asto why he is feeling so sad, even 
though prosperity has come to their family on account of Ratnàkara's 
efforts. Sheis not able to follow as to what worry Cyavana can have. She 
asks him as to why he is so listless. He was never so sad even when the 


family was in the midst of acute hunger and want. Cyavana first evadesa 
. direct reply but later on agreesto part with the unpleasant information 


that the cause of his sadness is Ratnakara himself, who has taken to dacoity. 
Cyavana tells his wife that he feels pained at the very thought of Ratnakara 
having left the path of righteousness and accepted the wrong one of dacoity 
and murder. He further tells her that he would gladly commit suicide if it 
could shock his son out of the wrong path. : 

Seventh act—Ratnakara brings the captive king to fulfil his vow. He is 
visibly very happy. The vow that he had earlier taken was that he would 
wash the feet of his father with the blood of KameSvara. He brings 
KameSvara to his father and binds him to a nearby tree with a rope. 
After this, he and his tired soldiers retire to take rest. . 

Eighth act—Cyavana entirely foils the plan of his son. In the darkness of 
the night, he unties the knot of the rope and frees KameSvara. Next, he 
writes a letter to Ratnakara telling him that he is committing suicide, for 
that might possibly retrieve him and he might give up the wrong path he 
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has been pursuing so far. He then hangs himself on a tree and dies. 
Ratnükara is completely ignorant of all that has transpired in the night. 
The next morning, he comes to the place where he had tied Kamesvara. He 
is full of extreme happiness and joy for he has got at last the opportunity 
for which he had been waiting so far. He thinks that he would be able to 
execute the king, but to his utter surprise and dismay he finds that the 
entire situation has changed. He feels extremely pained at the turn the 
events have taken. Inthe meantime, his mother, wife and son, too, arrive 
at the place. All of them bemoan the sad death of the sage (Cyavana). 

Ninth act--In the ninth act is described the death, one by one, of Ratna- 
kara’s mother, wife and son. This completely transforms Ratnakara. He 
is now in a chastened mood and frees KameSvara: who had been captured 
Once again by his men after he had been released first by Cyavana ona 
dark night. He makes fine arrangement for the food and the shelter of the 
poor and the needy, and disbands his gang and takes a vow not to commit 
dacoity or murder henceforth. After he had done all this, he wants to end 
his life for, he cannot stand the separation of his near and dear ones. Just 
at that very moment, Sumati comes and consoles him. She advises him to 
five up all these thoughts andto have Diksa from a real Guru. With 
these words she leaves. After this, Narada comes from heaven and gives 
Diksa to Ratnakara who, from that time onwards, begins to lead a pure and 
pious life. 


CHARACTERIZATION 


' Ratnübara—As it appears from the theme of this play, Ratnakara is no other 
than Valmiki. Sri Tarkacarya has accepted Ratnakara as the earlier name of 
Valmiki, and forthis, he has the authority of the Bengali Ramayana 
otherwise known as Krttivasa Ramayana, which has for its basis 
the old Adhyatmaramayana which records the interesting story related to 
Rama by the sage Valmiki himself. From the story we learn that Valmiki 
was born in a Brahmana-family but later on fell in bad company and began 
to commit thefts and dacoities, One day he tried to loot the seven 
sages. Their queries opened his eyes and on account of their company 
his sins were washed away, He prayed to them to show him. the right 
path which may retrieve him from the wrong one. The sages asked him to 
utter the word Mara, the reverse of Rama, which would deliver him from 


e allhis sins, After this, he (Valmiki) began his meditation which conti- 
Es -nued for centuries together with the result that the ants began to make 
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their hills on him, When considerable time had passed in this way, the 
same sages passed that way and happened to hear the sound of Rama-Rama 
coming from under the mound of the earth. They awakened the sage 
from his samadhi and gave him the name of Valmiki which literally means 
‘one with the ant-hills’ (valmibas). What happened next is well known to 
everybody. It is this sage Valmiki who composed the Ramayana. 

The account of the transformation of Ratnakara, the dacoit, into Valmiki, 
the sage, is also found ina portion of the Brahmavaivattapurana and is 
also hinted at in the introductory part of the commentaries on the text of 
Ramanuja and Govindarüja. This story of the early life of Valmiki is 
the same everywhere with minor variations here and here among which 
mention may be made of the one found in Karanala according to which 
sage Valmiki uttered the word Mara instead of Rama. 

Whatever the theme, this much can at least be said that the learned 
author has, in this play, merely adopted the outlines of the story from ear- 
lier works and has given it form and content himself. The hard-hearted 
Ratnakara, the hero of the old story. appears in the present play a perfect 
human being with human emotions and feelings. He takes to robbery 
not that he feels a sadistic pleasure in it, but because he wants to 
save his parents, wife and son from hunger and also many others 
like them who would have otherwise perished on account of acute hunger 
and want. The hero of  Tarkacarya's play is very much like Robinhood 
of the Western world, who robs the rich and distributes their wealth among 
the poor for relieving their distress. The readers of the play always sym- 
pathize with him, for, whatsoever the activities he is engaged in his motives 
are noble and high. The playwright himself does never point out any one of 
his activities as £ood or bad though the means that he adopts for the fulfil- 
ment of his aims are undoubtedly not fair. 

The sins of Ratnakara are however washed away by the penance that 


‘he practises. The evil is burnt in the fire of meditation and what remains 


is purity and nobility only. It is in this way that anew personality grows 
out of the ashes of the old which was certainly its antithesis. The new human 
being that appears on the scene is the sage Valmiki. 

Left to himself a man may undergo any amount of suffering and may 
bear it with courage and fortitude but when he has a family he may not be 
able to withstand his sufferings. Let us pause here andlook back at the 
pages of history. We know that Maharana Pratap singh had a heart which 
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had been steeled by sufferings which no other man could have ever dared to 
undergo, but the same Maharana could not control himself when he found 
his daughter, Indira, crying for a loaf of bread. Now turning to our present 
play, we find Ratnükara's courage and fortitude wearing off before the 
sufferings his family was undergoing. This makes him sad and in moments 
of extreme anguish and agony, he says unto himself : 
erf afar: eeu dr Stary Aaaa fe ar att fafaftgceredaaar- 
gaq? cafe ger crue safkaa «fa tect saraga sidia eft franca 
qaa Wade W Aa gaaaf quu 0 qur Wurf afani: Treat 
ager aqfaa aaae aaar QUIT sfrestaaasAaTaT: farat 
maa Taras A mirga fraag | 
“The rich think others to be poor and miserable and look.down upon 
them. What reason may be there except the wealth that`has come to them 
on account of the favourable fortune ? I very well remember the sad face of 
my son, Atreya who was full of. tears when he was contemptuously treated 
by the sons of the rich people. Similarly fresh is in my mind the torture of 
the report of the extreme sorrow of my wife, Madhavi, and my mother whose 
very entry into the temple was not allowed due to poverty by the temple priest 
whom the wives of the rich people treated well by giving him enough money 
and who showed them regards.” 


Ratnakara puts in continued efforts for procuring alms for the Strats | 


day and. ‘still he can get nothing and feeling extremely tired, begins.to take 
rest but he can have no mental peace even then. His conscience is troubled 
and he condemns himself for not fulfilling his duty. The various ideas that 
appear and disappear in his mind, reveal his sense of duty towards his 
parents, wife and child. Ratnakara is really a man with pure heart. It is 
only the combination of circumstances that forces him to go in for the wrong 
path. We reproduce below a verse which very well portrays that state of 
his mind when he feels highly uneasy, for, he is not able to do yha he should. 
Thus he speaks unto himself : 
a Met Sait at Rat qefi at gere 


fear gerfcitfsaraft we fremrarergafa ? 
fa fag cat foana ot qur cmn ` 
shferss sre? Taaa: Aat fases 11 


1, First act, p. 3. 
2. First act, p. 5. 


er STOT [^ 


PRASANTARATNAKARAM JV ee 295 


“Fie upon you who want to take rest while your parents, your devoted 
wife and your dear son, are suffering from acute hunger in your home. You, 
who think of your own comfort, live a futile life on the earth. Get up and 
remove sadness of your people by your deeds.” 

The character of Ratnakara, as it emerges from this play, leaves no 
doubt about the fact that he isa very brave and courageous man. Even 
Virabala, the leader of the gang of dacoits, admires his bravery and advises 
him to accept the leadership of the gang he has been leading so far. To quote 
his words: 

GUT — AF wata, waa: Alt area agaat arated fave Cw PAET- 
era: naeta Yafaa | TAHT aa TATA TATA | AeA 
wraage fasya paar sue |! 

“O Brother, Ratnükara | I am overwhelmed with surprise and love for | 
you on account of your bravery, courage, skilfulness, excessive liberality and 
remarkable physical features. So please listen to what Isay briefly and 
forget the intervening enmity." | 

Ratnükara looks upon another woman as his mother. He treats the 
lady who was being oppressed by the dacoit as his mother. He tries his level 
best to save her. That is why the lady develops affectionate feelings towards 
him and says: 

aged ATgagaran ped far fafafa qaghreurfa i 

When the lady comes to know that her saviouris no other than Ratna- 
kara, she comes out with the spontaneous remarks : 
ei- uH uq verme gem ded naefa ulna SIT agga SEGUE 

yaar EA: AY garua: gage: i$ 

“Oh, is he that Ratnikara whose goodness is praised by all the people 
of the city even though he is so poor; or wherefrom can the showers of 
ambrosia come except the moon ?" 

From the above analysis of Ratnakara's character, it appears quite 
clearly that he is essentially a good man. It is only the adverse circumstances 
which turn him into a bad man. He takes to dacoity and murder, but in spite 
of all this, the nobility does not leave him. It remains shrouded for a time 


but when his father commits suicide, his conscience is roused. Further, the 


1. First act, p. 17. 
2. First act, p. 12. 
3. First act, p. 13. 
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sorrow of the loss of the mother, wife and the son chastens him and 
transforms him into the sage Valmiki. He renounces the world and devotes 
himself to deep meditation. 
CRITICAL APPRECIATION 
A very prominent writer of the twentieth century Kalipada 
Tarkacarya comes off Bengal which has given us a galaxy of Sanskrit 
playwrights. Though he has not written much—only a couple of his plays 
are available (out of which only two have been published in the book form)— 
yet whatever he has written has carved out for him a name in the history 
ofthe twentieth century Sanskrit writings. He bases his two plays, the 
Naladamayantiyam and the Pra$antaratnükaram on the Mahabharata and 
the Bengali Ramayana of Krttivüsa respectively making precious little 
changes in the original narratives. The author imparts an allegorical touch 
to his works by introducing into them such abstract characters as Moha, 
Viveka, Dharma, Sumati and Kumati. Kali too is a personification of the age 
of that name and plays the most important role in the Naladamayantiyam. 
It is round him that the whole drama revolves. By introducing him the poet 
has tried to save the character of Nala and of course of Puskara from the 
stigma that has come to attach to them. He has ascribed to Kali everything 
that goes wrong with the result that both Nala and Puskara guilty of various 
offences and crimes come out unsullied in the end. The introduction into 
the play of the VidUsaka too is the author's own innovation. He is not like 
any other professional jester. He is the king's true friend. He feels very 
sad at his separation from him and moves about in search of him. In the 
course of his wanderings he comes to learn that king Rtuparna has engaged 
a charioteer who is matchless in his line. He reaches Rtuparna's capital 
and spots. Nala but adroitly keeps back his identity. In this play it is 
through him that the message of Bhima for Damayanti's second. svayamvara 
is conveyed and that too first to Nala and then to Rtuparna. In this way in 
the present play it is the Vidusaka who becomes instrumental in bringing 
Nala to the Vidarbha capital and consequently in uniting him with 
Damayanti—a material departure from the Mahabharata narrative. Again, 
dene eee 
cipes om—again a departure from the old 
narrative. 


Even before Nala leaves her Damayanti comes to sense his mind. She 


Ex is very much apprehensive of his intentions. By introducing the dream 
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sequence in the fourth act the author adds more poignancy to this apprehen- 
sion. It also affords the readers a peep into the working of Nala's mind, 
the reasons that were prompting him to forsake poor Damayanti in the 
dreary forest. Again the sequence of songs sung by Moha and Viveka is 
symbolic of the terrible conflict raging in the mind of Nala. 

This symbolism of good or bad. sense, Moha or Viveka, the author 
employs under different names of Sumati and Kumati in the PraSàntaratnaka- 
ram too. A touch of allegory is more effective in giving us a psychological 
study, he thinks, and perhaps rightly so. 

The story of PraSdntaratnikaram moves rather smoothly. upto 
considerable length. Everything appears going well but then it takes a 
sharp turn. Quickly it descends to tragedy. The author here seems to be 
helpless at this. The events seem to be slipping out of his hands. He has 
no grip over the story. In one act (eighth) itself four deaths occur with a 
quickness which appears rather melodramatic. All this is to be seen in the 
background that the author built up the case for Ratnakara in the first 
seven acts. He rolled verse after verse, passage after passage, in extolling 
his virtues even after dire poverty had turned him a dacoit.: He laid out 
the city of Ratnapura where all those who needed succour flocked; he never 
touched the poor; instead he actively helped them, he only relieved the rich 
of their riches to distribute them among the poor and the needy; he was 
only against the misrule of king Kame$vara whom he wanted to teach a 
lesson for all his past misdeeds. What was the necessity then of building up 
such a strong case for Ratnakara if all this was to be set against the ultra- 
righteousness of Cyavana who wanted to retrieve his son from the wrong 
path? The reader cannot help feeling here that there is too much moral 
intrusion here—obviously an oriental trait. Again what does the author 
aim at by introducing into the early part of his play descriptions. certainly 
most heart-rending and pathetic of abject poverty if the very efforts for the 
removal of which were to lead to such a consummation ? Even if Ratnakara 
. had taken to wrong path he had not done so of his own free will or for the 
fun of it—and even if he had to be punished should the punishment have been 
so heavy ? There does not appear to be any dramatic justification for the 
misery inflicted on him. Froma perusal of the work the inevitable fact 
stands out that Ratnakara was a miserable man even before he took to 
dacoity and he was a miserable man even after he had taken to it. The 
plain fact is that Sanskrit writers, with a few exceptions, are not adept in 
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writing tragedies. The tragedy in the play does not evolve. Everything here 


ends up so quickly. 

With these comments we now pass on. to the analysis 
things in the plays. We see that the author not unoften feels pricked at the 
disparity in wealth. He wants the levelling up of it: 

W4 Gaara surgen fata Ug: 

aqai wWureg few ded AA eur | 
went gyfranu wien frat WI: 
muta faga ufu Arania tl” 

"Remove the pride born of power of the lords of wealth. Let there 
be equality of all on the earth. Let poverty vanish. How can we put up 
with this disparity that while one is given to excessive pleasure the other 
dies of hunger with nothing to eat ?" 

. Sofarasthe language of the writer is concerned it is generally free 
from any grammatical or other irregularities. It is easy, flowing and 
chaste. t 

The author is expert in the depiction of pathos more than of any other 
sentiment. The grandfather Cyavana cannot bear the sight of his grandson 
Atreya tormented by acute hunger : 

UT Nee IHRE HIS: = 

MA AMAA BA: FATT: | 
yaifaat At gga xara qut 

wea faafia saat wa er gatsfew t 

"Oh, this emaciated (Atreya), the very essence of my heart, with his 
body as soft as the heap of flowers being tormented by hunger has fallen 
into swoon on the earth but appears as if he were half-asleep. He cuts at the 
root of my heart. Oh I am ruined !” 

With no food available from any quarter the child’s condition further 
deteriorates : | 

3 MaA | rem: we | agi araafe aag 1 gata fare: 1 

- hum gfe: p remp TAT | Wm, mus; Yeats ( daa wag 
(gafa) v 


1. Prattuntaratnukaram, Second act, p. 34. 
2. Ibid., First act, p. 24 


of some other 


: ; 3. ; Ibid., First act, p. 26. 
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“Atreya—Oh my throatis parched. It is becoming difficult for me 
even to utter a word. My head is reeling. My eyes ate getting blurred. 
I have lost control over the body. Mother, my throat is getting parched. 
Give me water (falls into swoon)." | 

The Naladamayantiyam too furnishes us with a number of pathetic 
scenes, The most highly pathetic is the one when Damayanti wakes up to 
desertion by her husband. She cries in agony : 

arr, afa aada wish ? gr unie mani p «pu MURA AIT, Ud 
aofa 2 fs Afa ? ox reat mae? gr xen TASTE, WI qe, wa wee? ate 
aiar aq wafers wesemrufu, fefufe aefa anata 22 

And thus she goes on and on with all her bewailings which fill one and 
a half printed pages of the text. 

Nala too feels equally sad and heart-broken. He loses all mental peace. 
He feels terribly penitent : 

-wà madera kaaa aT edi ANT T frararaat at RAAT Qe 
qupiaufg, afg Wd angan ud omfang PTS, quent wm faaara? 
aram Wass agaret | gr ur gasfe 1 fre: FATT: | Sata srg | PUT 
ama | feat Prasarertataettsht s 3 aql: sareata t 

“Methinks even wild animals, dacoits, demons or goblins etc., have a 
heart much more tender than me. Nowhere do they like to forsake their help- 


less wife, sleeping all alone wrapped in half a piece of cloth like wretched 


Nala in the forest full of so many dangers. Oh, I am ruined : The world for 


‘me has turned topsyturvy. It has turned into a desolate forest. My hope is 


blithed. Even though enveloped by the poisonous flames this wretched body 


cf mine does not fall off a 
But the climax is yet to come. It comes when Nala learns from the 


Vidusaka about Damayanti's second svayamvara. This proves the proverbial 
last straw on the camel's back. Nala feels completely helpless and broken 


and like the Rama of Bhavabhüti he cries out : 
| euer TATE ATA SIT: Suena. 
aaau nggi RATI 
aeaf a at INAT: AAT STAT E: 
saat facet afana faqa fang: uP 
1. Naladamayantiyam, Fourth act, p. 89. 


9. Ibid., Sixth act, Ps 106. 
3, Ibid. Seventh act, P- 120 
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“(To me) the sun (appears y fall from the sky, the constellations in 
the firmament appear all upturned. It seems as if darkness enveloping the 
earth has come about quickly, There does not appear to be even a streak of 
light. The happiness of the world has departed from it. The joints of the 
head are burning. The body is terribly shaking.” 

The works, especially the Naladamayantiyam, have quite a good sprinkl- 
ing of passages where the author adopts the high-flown style with its 
abundance of longwinded compounds and complex constructions. A few of 
them are reproduced below by way of illustration : | | 

(=) afg aaa guara gA —— Wurf erac NAE 
Rasaan aaga Spare race AAA TAAA UAAIAT- 
aanne afed aan agaaa anaana 
S naasa qfunam: | | 

(w) aiaa seat ranger, eurer gewgserefeatfe aga- 
adafa, aaraa aeaa, aaaf- 
garaga AAHAGACAAA fanaa, Ala TATA LAHAT 
Matas Ate sp fata anaretagarts 1° 

The poet in the writer asserts himself in the various descriptions that 
‘lie interspersed in his works. As an example we mention the following two 
descriptions of the dusk in the Prasantaratnakaram ; 

(s) gify aa: quf ate 

arg Tata Sg: Wen | 
AAT Asc xfaxurqsi 
AMAA eaTa act: 0 


“From afar the flock of birds returns to their nests. From all sides 
the herd of cows comes back from the fields. _This sun withdraws its rays 
and goes to the top of the Astaparvata as if it were peamenred with the red 
chalk powder of the mountain peek.” 

(sr) gr wrescepreaferst ardt faga zd 


FATA rp: rfr ref SOUTYTATZAT. | 


EE Ibid., First act, p, 22 
2. Ibid, First act, p. 24. 
8. Prasintaratnikaram, First act. p. 23, 
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A a fafafa aat diqreqaargar 

darana fanfa afad poiga aaa: d 
aft -— TR | 

dag Paeaaat a mar ara da 

daeta fanaa anag AAT Ww AT WD d 

ag qe fad ang gfags Wat alargar 

dfe afea waaaraaria feet gen ts 

“This agitated Sarayū wrapped in a dark silk cloth casts off her watery 
cloth dyed red on account of the redness of the sun and quickly moves to 
the ocean. And now that dark cloth of hers appears to. be made up of 
shining stones on account of the myriad lamps casting their reflections all 
over into the water. 

Moreover — 

On account of the darkness the trees cannot be distinguished from the 
mountain, the range of which both terrible and lovely, has become still more 
expansive. The same world which appeared so big in the daytime appears 
now to be shrunken. The pleasute-loving people derive divine joy even 
from this." . 

In the seventh act of this very play we havea beautiful description of 
the midnight too which portrays’adequately all its sombreness : 

qama It agfa faux 
wed Ta: fne arrg | 
freaeaattag wat faut: vaag 
rafa garasi wd: THU UU 

“The moon having risen after a watch comes to the centre of the sky 
and scatters her gifts of pleasant rays. The stillness of the earth here is 
disturbed all over occasionally by the sounds of the birds or the wild 
animals." 

The author quite often embellishes his works with a number of pithy 
and purposeful sayings : | 2 

(a) wredt fagana qum sum: fra TA: 1 
l. Ibid. Sixth act, p- 115. 
2. Ibid. 


3. Ibid. Seventh act, p. 134. | 
4. Naladamayantiyam, First act, P. 2: 
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Cf. Hindi; gare faxara 8 ete star RT | 
(a) maafa fagxfa sb Ge vu t ; 
(sr) eurer aaa afedtfeq afa serate Jafa TH BT ATA ATATATA | 
(=) ‘afgetaat arate: qi xq STERNEN 1° 


(s) anaaga, quan: 1 
(a) wer, arta get ga sanana 09 
(s) aa: ferire gaaat safer 1° 
(sr) st ar aerate ngafa OU 
(a) aaaf aarenfadt afgegaan 1° 
(a) wamatatrca rater IT 
«ur fardragafa were 1° 
Cp. Kalidasa ; frateocaait a car n RR | 
(c) Rafa mangaran eere A NTWTSSRTSTeEN | 
gna aft fafafvear oa ufvereu « erattu uo 
Cp. older idiom: THEA FINA: «dl TX | 
Also the English idiom: A bird in hand is worth two in the bush. 
(s) « maaa fat wuerde maru wi fawfraur jb 
(=) mugia fadtferersfar saama faafia 0? 
Among the figures of speech the author shows his forte in simile which 
not unoften is ayonija. A few rather charming examples of it bear reproduc- 
tion here : 


(=) gmafaaaerer qiu WfTSDIHIE et gs rae aafaa 
sfera w 128 


A: 1. Ibid., First act, p 12. 
Be 2. Ibid., First act, p. 22. 
E | 3. Ibid. o 
MA Hoe | 4. Ibid , Second act, p. 30. 
‘eae 5. Ibid., Sixth act, p. 110, 
6. lbid., Seventh act, p. 134. 
7. Ibid., Seventh act, p. 14l. 
Eus 8. Prasüntaratn&karam, Fourth act, p, 9l. 
dr. Eu 9, Ibid, Fifth act, p. 98. 
E e - 10. Ibid., Fifth act, p. 99. 
Ll Ibid, Fifth act, p. 100. 
= 12. Ibid, Sixth act, p. 127. 
13. Naladamayantiyam, Third act, p. 65. * 
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(a) dant spreemraeqer eftearataa rau: 7 
(m) vara faafeaatagre uii «TT Wut | 
arafasiga eia emen D 
(s) ved gem AAA ANA | 
aedt staat wife ata Sam: t 
(s) wz, TAT, aA ATHY AT ST qam mA a gagat «eh Us 
(a) zeda YE UU | : 
AAA ACATSTAT: | 
weave wed: 
adt afa agfa aerate n’ 
Cp. Kalidasa’s: Wita aitefaacata: 1° 
(s) aarda gira: Bae qada nienean afgan facta qaia i 
(s) gaara gle siia 
sue disunrat faata: 1° 
We would like to close our critique on the plays of Kalipada Tarkacarya 
with a note on the songs. They abound in his works and are as usual written 
in a free style characterized by excessive alliteration and rhyme. They are 
racy and crisp. The author himself seems to attach great importance to 
them. He calls asong as the last limit for all the good things of the world : 
a aie wdurarendtar i? | 
Very often these songs are accompanied by dancing too. In Naladama- 
yantiyam it is the abstract characters like Moha and Viveka who sing songs 


generally—other characters just give us an odd song here and there. In the 
Praó$üntaratnükaram it is both the allegorical end the non-allegorical 


e 


characters who give us songs. For a fuller appreciation of the quality of the 
songs the reproduction of at least one or two of them here is imperative : 


l. 
2. 
3. 
4. 
5. 
6. 
7 

8. 
9° 


lbid., Sixth act, p. 110. 

Ibid., Seventh act, P. 133. 
PraZantaratnakaram, First act, P- 20. 
Ibid., Fourth act, P- 80. 

Ibid., Fourth act, P. 82. 

Raghuvamsam 11. 

. Prasantaratnikaram, Fourth act, p- 95. 
Ibid., Fifth act, P- 103. 
Naladamayantiy am, First act, P: 2 
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quem dier wal aa fe FAA | oc 
Ted afg faswafüg Summe do 
ufg afaa ara fuxxfes3qan | 
C a at maafa fasg: faq ayers uU 
Eus T + +. 
fig after gui m fin farei 
. WX arate afg als wert Het | 
figa afani ansaf arang 1 
Ep sefufr fed at wager?) 
E HAL HE TUNTHXWSSDTINSHIEX 
Bp qu ge aad fur fe a aga ? 112 





s. 

Ed A, 
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Samavatam 
INTRODUCTORY 


In the present drama the author Ambikadatta Vyasa himself says that 
he has borrowed the plot of his drama from the Sámavataprakarana of the 
Skandapurana known as ‘Brahmottarakhanda’. The drama aims at propagat- 
ing the importance of worship. The drama has many such scenes where we 
have enough of fun. As examples we may mention the description of Holi 
revelry, the stammering of an angry Brahmana, the playfulness of the young 
boys and so on. We also have here the description of heavenly peace which 
reigns in the hermitages of the learned sages and intense love of Samavati 
for Sumedhas. This is one of the earliest dramas of the twentieth century. 

Though the main sentiment of it is erotic yet a peculiarity of it lies in 
its heroine, who is neither parakiya ( another's wife ) nor sdmanya 
(a common woman). There is no mention of Gandharva matriage. The 


hero never crosses the limits of propriety. Though faced with Sadmavati's 


proddings he maintains his equilibrium and does not let himself go. 
PLOT 

The Sttradhara asks the Nati about the drama to be staged. Nati 
wants that either of the two dramas i.e. Sakuntala and Ratnavali should be 
staged but the Sütradhàra is reluctant to do so on the plea that they have 
been staged quite often. At last they decide that they should put up a new 
play, the Samavatam, before the king of Mithila. At the request of the 
Nati the Sutradhara praises Mithila, the city where Sita, the beloved 
daughter of Janaka, was born. 

Then appear on the stage Sarasvata and Vedamitra, the two sages, 
who are intimate friends and whose sons Samavat and Sumedhas too have 
great love for each other. Both Sámavat and Sumedhas like their fathers are 
highly learned and well versed in all the rituals. Both are young and 
are of marriageable age. That is why their fathers are worried. They 
want that their sons should be married off but marriage is impossible 


"without money. They both want to send their sons to the king of Vidarbha 


to obtain from him some money. As Sarasvata mentions this to Vedamitra 
his left eye throbs. The coming calamity is forecast in this manner. 
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However the sage repeats the name of Lord Ganeóa to offset the evil effect. 
After some time they both call their sons and tell them to proceed to 
Vidarbha. As they are about to start a Brahmana called Bandhujiva 
appears and jokingly says that ifone of them obtains the feminine form 
their worries would come to an end and then they can marry each other. 
Hearing these words the worried fathers again shudder with fear but seeing 
no way out they send their sons to Vidarbha. On their way to that 
(Vidarbha) they come across Kali, a demon personifying the modern bad 
time. He notices them and quietly slips away with mischievous intention 
of troubling these innocent boys. He goes to the hermitage of sage Durvasas 
and with the help of his minister anger waits forthem. After some time 
these young boys also reach the hermitage. They are enchanted by the 
natural beauty of the place. Samavat is carried away by the captivating 
songs of the nymph Madalasa and her friend Induvadana who happen to be 
singing and enjoying at that time. He is so much engrossed in hearing the 
celestial song that he cannot hear the shouts of sage Durvasas who 
enraged at this pronounces the terrible curse: “As Sdmavat is not responding 
to my call on account of a woman he himself will be transformed into a 
woman. ~ 
Second act— On the festive occasion of: Holi the whole city of Vidarbha 
has gone wild with enjoyment. No one hears what the other says. ` But 
everybody has something to say. Only a deaf Brahmana is an exception. 
He does not join the people who are making merry. He calls them names. 
Samavat and Sumedhas also are silent spectators. The playful young boys 
do not spare them and tease them. The king of Vidarbha is also full of joy 
on that occasion. The royal palace too wears a festive appearance. At one 
place dances are taking place while at another place poetic , bouts ars going 
on. The two boys are very much impressed by the joyous atmosphere. 
Third act—Kali describes its power. Formerly Dharma was respected but 
now no one cares for it. Every one is attracted by woman and wine. 
These are the happy signs for Kali because these things strengthen his power. 
At the other end queen Simantini is preparing for the worship of Mother 
„Gauri. The word spreads that the queen after worshipping Mother Gauri, 
will distribute wealth and other things to Brahmana couples The two 
Brahmana boys Sámavat and Sumedhas after sight-seeing come to seek an 
audience with the king. Vasantaka (VidUsaka) introduces them to him (the 
king). . While doing so he says that Samavat has such a charming figure and 
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lovely features that it seems as if a lady has put on man's clothes. Samavat 
feels hurt by this remark. He protests and says that it ill behoves a 
responsible man to pass such an ugly remark. At that time the king is also 
in a jolly mood and instead of scolding Vasantaka he himself joins him and 
says that Sdmavat should actually dress like a woman and both the boys 
should go to receive Daksinà from thé queen disguised as husband and 
wife. At first both of them are very furious but when the king says that it 
is not a joke but an order and that they should obey it, only then they, with 
crest-fallen faces, go to the queen disguised as husband and wife. Samavat 
puts on feminine clothes while Sumedhas leads her as her husband. At that 
very moment the king is informed that the forest-dwellers have posed a great 
menace to his kingdom and some positive steps need be taken to bring them 
under control immediately. 

Fourth act—A beggar ‘comes to the city of Vidarbha for alms but is surpri- 
sed to see its sad plight. He is worried that in the reign of king Dharmasina- 
dhu the city is suffering from such a calamity. At that time a Brahmana who 
is well-versed in Yogic practices comes, quenches the thirst of the beggar 
and gives him something to eat. The Brahmacarin with his Yogic powers 
comes to know as to what has happened to Samavat and Sumedhas. He 
tells the beggar that it is but natural that such calamities should befall the 
kingdom when even the sons of the sages are subjected to such cruel jokes. 
The fact with regard to Sdmavat is that he has really become a woman due 
to the power of the devotion of Simantini, though originally the disguise of 
Samavat and Sumedhas as husband and wife had been intended merely 
as a joke. The beggar is highly surprised to know this. Now here the story 
takes a sharp turn. Samavat who has now turned a woman seduces Sumedhas 
who:takes her to be his old boy friend Samavat. Simavat who is now called 
Samavati on account of her change of sex takes him (Sumedhas) to a 
secluded place where she strips off to show him that she is now a woman. 
Sumedhas is both surprised and shocked to note that Sàmavat, the son ofa 
sage and himself a learned man, is begging for love like an ordinary woman. 
Sumedhas is no doubt attracted by the charming beauty of Simavati but he 
controls himself and does not succumb to any such thing as may make 
him repent afterwards. Very mildly he repudiates the advances of his new 
girl friend. Both of them then reach the hermitage where Sarasvata and 
Vedamitra are waiting for them.  Sárasvata is furious to see his son turned 
intoa woman and takes the pledge that he would reduce the king of 
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Vidarbha to ashes by pronouncing a curse on him. The fourth act closes 
with this angry mood.of the sage. 

Fifth act — A minister of king Dharmasindhu who was away to another 
country to quell a rebellion there is now on his way back to his country. He 
endures many hardships onthe way. The boat on which he is travelling 
sinks due to a terrible cyclone. It is just a matter of chance that he survives 
and reaches the shore in almost half dead condition. The same Yogi wno 
had earlier satisfied the hunger and the thirst of the beggar spots him and 
brings bim back to consciousness. He tells the minister that Sdrasvata, a 
sage, has become highly angry because his son Samavat has now become a 
woman. He further tells him that if he likes to save the king and his kingdom 
from destruction he should hand over a flower, given by him (the Yogi) 
to the king which he (the king) should put in his turban when he talks to 
the enraged sage. This would pacify him (the sage). The Yogi gives the 
minister the power of travelling through the air and disappears. 

The king receives the distressing news of the fury of the sage and the 
destruction of his army simultaneously. He isin a highly penitent mood. 
Under the advice of his priest he worships the Mother Goddess for the 
pacification of the sage. In the meantime there reaches the minister carrying 
the flower given to him by the Yogi. He tells the king all that happened to 
him. The king puts the flower in his turban. At that very moment there 
comes the .sage Sárasvata with his eyes red with anger. He threatens the 
entire kin£dom with destruction for the wrong that had been done to him by 
the king but the king is able to pacify him as he had worshipped the Mother 
Goddess and had put the flower in his turban. The Mother Goddess herself 
appears before him and blesses him and says that he should have no fear. 
Turning to the sage she says that Samavat has now turned a woman and she 
cannot become a man. “Now, I give you the boon that you would be blessed 
with another son who would be possessed of all the fine human qualities.” 
She advises Sarasvata to marry Sümavatito Sumedhas for both are in love 
with each other. The sage is pacified and the king too is highly pleased at 
the appearance of the Goddess. The sage then utters the blessing that there 
would always reign prosperity in his (Dharmasindhu's) kingdom. Saying 
this he departs. 

Sixth act—Samavati and Sumedhas are deeply in love with each other. Both 
are suffering from the pangs of love. Sumedhas tells Bandhujiva, his friend, 
that his repudiation of the advances of Samavati still causes him intense 
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pain. Bandhujiva however consoles him by saying that both of them would 
be married shortly and therefore he should have no worry and ansien on 
that score. On the other hand Sāmavatī gives expression to her lox e- pu 
condition in most poignant words to her friend Madhuravacana. A sarika 
sitting near the two girl friends hears these words and repes ae 
Sumedhas while it perches on a branch of a tree near him. Sung as E 
further to hear these words. While the lover and the beloved are thus e 
| for each other there go on preparations for their marriage. The PEE Pus 
being complete, the marriage is solemnized according to proper rites. a B 
| jīva is the recepient of the big amount of the fee (dakşiņā). He is natur T 
| happy at that. The friendship of Vedamitra and Sarasvata is sie ante u 
| thened and they bid farewell to each other after blessing their son. e i 
| and the king of Vidarbha. With this happy denoument the drama cor 
| an end. 
| CHARACTERIZ ATION zA H 
| Sumedhas—Sumedhas, the son of sage Vedamitra, is the hero = Eus pAr m 
is possessed of fortitude, is serious by nature and is well-verse in io Ru 
He never loses his temper. One great quality about his ne à e 
never does anything wrong under the hypnotic power o PS E 
sober by his very nature. That is why while caling him an 
Samavat his father and Samavat's father say: 
asoan Fat geste v 
"Come here our good sons." ; 
At his father’s bidding he proceeds to the vice cones i i xm 
i the natu 
j ith the king. Moreover he knows 
shy to seek an audience wit i ae 
kings, especially when there is a festival going on in the kingdom. Says 
amfaqerqament Ut AAT | 


. E . E 
quf wesrels «e AT WAG: | 
"A kin$ mad with power in himself is the source of fear (for a p 
mon man). Ontop of that this is the time of madness. To whom would i 


i 
| 
i 
. 
| 
| 
|] 
j 
| 
} 
1 


e fear ?" à ; 
= ES tell the truth, each and every aspect of his (Sumedhas' ) character 


he m bright aspect comes into light when Samavati 
‘< flawless but the most right aspect | i | 

x Bee tin for sexual enjoyment which he firmly declines. What does 
provok y 


l. First act, P. 28. 
2. First act, P- 58. 
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this mean? Does Sumedhas have no:attraction for Sámavati's charm? No, he 
has. Still he controls himself and this is the moment when he touches the 
height of nobility and gives a true example of being the son of a sage. He is 
not the son of a common man, who when faced with such circumstances may 
lose all control over his senses and indulge in bodily enjoyment. He is the 
Son of a sage and he should prove it by his own deeds. A lonely charming 
place, the festival of Holi and above all a beautiful lady herself proposing for 
.sexual union all these are enough to make a man fully lose his control but 
look -at' tbe . fortitude of Sumedhas. He never crosses the limits of 
nobility even when Samavati falls unconscious due to sexual urge. Sámavati 
requests him that if his conscience does not allow him to indulge in sucli:an 
act without first taking her as his legal wife he may at that time ‘marry her 
by Gandharva rites, but Sumedhas still firm considers it improper. He 
deems it proper only after regular marriage. Below we reproduce à 
dialogue between Samavati and Sumedhas which brings cut very clearly 
what we have stated above: : Prt 

arat — (tardy) wa fafaa ferias: ette: eee va arg à (faan) 
waar gray, met | fafa fae. qara aafaaaR gemit i (amaai sese) ara ! 
aaaf x PTT, ware W aiala, aariaa frm 0D 7 

Samavati—(to herself) My lover is trembling slightly. The hair of the 
whole body are standing on end. It seems asifhe has lost his senses. 
(looking forward) Itis good. O God of love, pierce. his heart which has 
become too hard by discipline. (after a moment, openly) Darling have you 
seen my thick hair etc.? Have you come to know that Iam doubtlessly a 
woman ? Have you comè to (any) conclusion ? ` nEs 

Saar: — (IA x4 AAAA TIR) A: | ga: fererrfs Assift ? garna 
Qasa: HIRT? WHT geI 
vice Qa: maaf wet Valera: aarqces | 
wd Fea Wehr afon: frefafeaa gra: N 
TAT wen SIRT: | (fararen) ea! dd afg, dd afe e wami 

gm agar we, afte afama gfrgpaTUTHPR | d Afg 12 | 
Uus esee erre qr Anto Kinself). AL, how 
: perspiration ? What is this horripilation 


m 





1. Fourth act, p. 142. 
2. Fourth act, p. 143. 
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and trembling ? or I understand. 


There is tiredness in summer, trembling and horripilation in winter but 
the strong amorous agitation brings about all these at one and the same time. 
Definitely this is Cupid's mischief. (Reflecting) My heart, have patience, 
have patience, you are not the heart of passionate princes; you are the heart 
of a pure sage's son. So you should have patience." 

But this suppression of emotions and hard self-control is upto that time 
only when Sumedhas thinks Sdmavati as some other woman. As soon as 
their elders decide about their marriage Sumedhas begins to feel the pangs 
of separation. He can clearly visualize the beautiful image of his love-lorn 
beloved. Look what a vivid memory he has of her : 

(caer) sgg | SETTE PAARA: MIJANIA: 
qen: srira aRar Bldtafata wa gamer i weg !! amaf 
wed aarti up mere a Aad aa aaga p (sf agi- 
waf)! 


"(To himself) Ah! By these words the image of my beloved is carved 
as it were on the canvas of my heart, the beloved, who is putting one hand 
under her cheek, whose mouth and clothes are dry due to heat, who is not 
listening to the request of her friend. Ah ! Samavati, this torture you are 
suffering on account of me. How is it that my stone-like heart is not pierced 
even now ? (saying this he feels uneasy) wt 

Thus we find in Sumedhas an ideal Brahmacaàrin, an ideal son, an ideal 
friend and above all an ideal lover. He behaves with perfect politeness 
and cordial affection. Never does an insulting and harsh remark escape 
his lips. | 
Samavat ( Samavati) — There are two aspects of Samavat's character before 
us. The first is when as a boy he is very intimate with Sumedhas and the 
second, when transformed into a woman, he is making advances to. his 

‘companion for sexual indulgence. He is normal on both occasions. To 
.Sumedhas however he appears abnormal for he has a vivid and clear 
memory of what he (Samavat) was and how he behaved when he was his 
boy-friend. Samavat after becoming a woman has forgotten all about her 
early life. It seems as if she was never a boy in her life because not only 
her body her mind too has become transformed into that of a woman. She 
begins to think herself a real woman while Sumedhas even though knowing 


1. Sixth act, p. 207. dcl eee 
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fully well that he has a woman before him cannot reconcile himself to the 
change that has come about in his boy-friend of the early childhood. Even 
as a boy Sdmavat possesses more feminine qualities than masculine. He has 
beautiful figure, attractive features and soft voice. Even Vasantaka 
(VidUsaka of king Dharmasindhu) marks his effeminate appearance: 

«qur | ners ! gana g gasaat, qur maaie 
Faure WaT gada aad 12 

My friend, your Highness! though Sumedhas’ beauty is beyond descrip- 
tion yet Samavat looks as if he is a beautiful woman transformed into a man." 

The moment he becomes a woman he forgets as said above, everything 
about his previous life and begins behaving like an ordinary woman. She 
herself proposes though the natural course would have been for Sumedhas 
to do so. In self-control Samavati falls far short of Sumedhas. She seduces 
Sumedhas. It is only Sumedhas’ utmost self-control that helps retrieve the 
situation. Samavati is unable to control herself. That is why she says: 

aaaea; AA TT BA TT seq | Fare daana, qmd quur 
CAMMY, ari querer aga: nmm, AA A- 
gesTd WWW, TA A PUI ICI Wa US wracH BINT: 7° 

“No doubt Iam a young woman. How can I have patience ? Where 
am I, mad with youth, and where is the skill in fixing the arrows on the part 
of Cupid who is the destroyer of patience, where is this time of the spring 
with all kinds of happiness, where is this forest full of swarms of bees humm- 
ing pleasantly and where is this advice of yours which is like a type of bud 
for a she-elephant ?" 

There are other characters too such as sages Sarasvata and Vedamitra, 
king Dharmasindhu and Vidüsaka,Vasantaka and so on. All of these play 
their part very wellin the drama. 

CRITICAL APPRECIATION 

Shri Vyasa has a command over the expression. He can wield it 
effectively. By the mere repetition of a word he can create an effect which 
is long and abiding: 

maata roei areata fa dendi | 
agate she faa w weder serarfor 3 
l. Third act, p. 106. 


2° Fourth act, p. 145. : 
9. First act, p 22. 








SAMAVATAM j : 313 


The author embellishes‘his work with a number of figures of speech 
some of which are of course highly fascinating and charming. 


He compares the sidelong glances with the lotuses surrounded all over 
by the swarms of hovering bees : 


SITRTSTESTS Fo STER STET E GST 
" Tha Muse ofthe poet sometimes weaves strange webs. Heis then 
most original. xi | 
The moon is said to be consumptive. The poet's explanation for this 
is that he is suffering from the agony of his having been made à pauper by 
the smile of Induvadana: 
waar fenan aa rens: i. 
adama: enfe afa 2 $5 
With regard to Cupid’s immolation in the fire of Siva's eye the poet's 
surmise is that he (Cupid) resorted to such an extreme step because he could 
not probably stand the sight of his miserable father (mind; Cupid is Manoja, 
the son of mind) being dragged by the lady (Madalasà): 3 
AY frat faster macaa stray AAT: 1 
Rrafaafe ag ssaa cag Rd fret asada 119 
With regard to the moon in the dark night (Kuhu) the conjecture of the 
poet is that it is actually the sun ; only it has assumed the different form of 


the moon to avoid its eclipse by Rahu : 


wala nar quu d me casey | 
WAT a AAT UE: TTS aya sex Wf dii 
The moon in the morning is pale with its light gone. Why should it 

have been so ? The imagination of the poet gives us the reason for it. Well, 
it isso because the moon indulged in sexual union with eastern quarter in the 
night. The sun of course ‘could not stand this adultery. He paid the moon 
back in laying his hand on the waterlily. The lotuses laughed at this insult 
of the moon who would not stand it. With its limbs becoming white with 
mental agony it drank poison. It fell down on the hills, with the scandal 
attaching to it in the form of the dark spot: 


l. First act, p. 29. 
2. First act, p. 42. 
4 First act, p. 43. 
4. Second act, p. 67. 
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feet wal aay yard dier aig: aaah 


MUTSTRATAATAT ai HAM ABT» 
» Seca d Aa we: anafagfaa: SWTRESTST ` 
wea dicar fad 4 fafeg faafaa P nz 
The versesare very often characterized by raciness which gains in 
intensity. and momentum by the occurrence one after the other of the similar- 
sounding verbs. A few examples will make the point clear: 
$ (m) agara aaa fara supeerafa: 1: c | 
Y faat pa crea aa afaar zest 0 
(a) waata geerfa, arafa qur faerat | 
TATA a guy Aas ATUTI Tha 
Thé same function is performed more or less by yamaka afew most 
delightful examples of which are reproduced below: | 
(=) aaaf aaar ara aaae 1* 
c. (uw) sami SER frana ! nafa fga aga 1° 
(T) Wael Tatu Haag uma 
(s) aagi: afit gar | 
a faen faeur sg TAA i 
qaam Wem faaara 
ACHAT LAUT gg TA: 17 | 
(s) wr aqa ar area | ar *upHISSUT RAFTS | 
fm X are agar: | muri mug Talla: 118 
Apart from yamaka the author employs general alliteration too. Not 
only in songs which are excessively characterized by it as also by rhyme we 
"meet with itelsewheretoo. The author eminently succeeds in producing 


a jingle with an effortless ease. Below we reproduce a few choice examples 
‘of i it: 


i 


1: Third act, P. 88. 


|: — 2 Third act, p. 99. 


3. Fourth act, p. 153. 
4. First act, p. 13. 
5. First act, p. 2l. 
6. First act, p. 26. 
7. Firstacr, p. 35. 
8 Fourth act, p. 151. 
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(=) ' facersererresraitss frenar: verd gm 


(a) srefrevmrgr efraeitefegg 
aafaa aria gem: mum 11 2 


—O(w) afamada maaga garaga- : 
| MAAE ERA WH BUA: T ga im: 8 C 
(a) aa ur aana aaae, amia ua TEE 
aTet-SAT IT TOU aae aa e a AARAA- 
gex: gewtsfu it 

It is noteworthy that the longer the compound the greater the inclina- 
.tion of the writer to go in for alliteration. The words then begin to give the 
appearance of tinkling bells. 

It is natural for the writer of the Sivarmjevivem which has won 
wide acclaim and approbation and has come to beclassed with the old 
classics of Sanskrit prose to go in for long passages with double entendre and 
thelike which though suitable for a prose romance must impede action in a 
play. Left to themselves they are excellent pieces of art, the precious stones 
but they have not been laid in the proper surface. In writing them the poet 


in the writer seems to have got the upper hand. For proper appreciation 
we reproduce a few of them below: x 


(s) «xe frafrarrafa sear fargan get gagnat- 


graria gafat urceafagré srert, qud T ARTT- 
caaea ianu fora KOE HATAG AMER ATT AT TAT qraat: afaatateg- 
faa wsyarostt atari, frar a Infa fafaa: eruta fada- 
rit, FIA o TEtAaaaageta cfr serit 
afr aafaa ararat frqaarebrgr geat src. 

(@) WILT aag UN aaas, TT Wsqmqquiquferqasqprqmfrnu- 
afaa amia aaa a Aea aeng adafa- 
aapa aana igana g- 
TP FT OUI aaaea AAT Stree Tamra 


t 


]. First act, p. 16. 

2. Second act, p. 62. 

3. Fourth act, p. 151. 

4. Fourth act, pp. 155-6. 
5. First act, p. 43. 
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(7) 


(3) 


SANSKRIT DRAMAS OF 20TH CENTURY 


aaaea aaraa aafaa aT.. aadgafam aANT- 
aargraaraan aasa afam, afaasia mST, afaaraatstt a 
aaaf: siad AAMAAY AA fecal 11 

sufaqagétfaxrerrqerreq: Galea: amr ayagi a wes 
aAa: quero aaar: sanag  wenDWWrc, 
maa a faced Yaar waag a a anaa A TIAN EH 
qaaa, Ya sagas: maafa ang: WA 4 
ASAT, UAT FT MATA: WH FF. TTD, MPA Wd W 


eared: 1? 


' ufa da | arr TTE BHAA afgnneraentaett meram 


anata Lata: anatase RAMI 3 
gagag fifteen iraani whet a caa dena a aga- 
wfasraseritqarfaarfadt | cria aasa frsryoavs-qvs-q0s- 
AVSA-AIRAN give-Qer Te Ags- F-H- e-s- 0 AT_VST i? 


The. work has quite a good sprinkling of those lines too which propound 
. some fundamental truth and can serve as good epigrams. A few of them 
are given below: 





(=) 


(=) 
(s) 


aifareaaaten uda HATUR | 

TAT wemrelsd wem da WANE: 114 

WT: ag Ase: Aa: Wesfad Wa | 
qeutrara Velt g star: fH aff 1° 

lang E Aaa XISTESTY F | 

add AAT AA: Tal Aaah Tesis c 

‘ead frase: tata qe: fa ufa MATET: 17 
aera atsa at agfa ey aTaTT 
wiraaraamat fagara ya utc 


* Third act, p. 91-2. 
. Third act, P. 110-111. x 


Fifth act, p. 189. 
Second act, p. 58. 


: Third act, p. 117. 


Third act, p: 138. z 
Fourth act, p. 147. 


- Fourth act, p. 146. 
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(4) Uy qu ga sumen: t! 
(3) afs mwurerfa «dr AET: 12 


Sometimes the author weaves old well known lines into his 
- composition: 


Ww: Wat: edt: difri lL. 
ATAU qud: Agate: Asa 1.3 | 
Here the second hemistich is from the Eurusasuk tai of the Rgveda. 
Similarly in 
gai sees: eae ! 
maT: QART: wd meegafemq i! cer; 
the first hemistich is a quotation from an earlier verse. - Sometimes. instead 
of actually adopting the older lines he paraphrases the ideas contained in an 
earlier verse as for example, 
Aaa waar AeA WIS rgia SERES l 
aa fda a ad fasya rfe: 1. 
The first hemistich here is a mere paraphrase of the well known 
older line; mÑ waar em fufawtafa eres + 
Again the following hemistich 
ad wur afeaatsfer are 
| qursssmqge: qug Welsh 18 | 
is merely a paraphrase of the well known older line S : 
afageaaar qr wan: FATT | 
The author not unoften shows his skill in word play too. As for 
example he gives ussuch a verse by joining second syllables of whose 
quadrants the name of the city of Darbhanga i is arrived at. Theverse in 
question is : 
! qr «erat tats werd Toyata ferafer à 
JATE: ST ati ASTAL ATAT: UT 
" In another verse he skilfully weaves the names of the metres such as 


Fourth act, p. 164. 
Fourth act, p. 138. 
Third act, p. 99. 
Third act, p. 114. 
Fourth act, p 159. 
. Fourth act, p. 136. 
First act, p. 22. 


m 5 Qu cer eb iym 
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Sagivadana, Sragdhara and Stih: 
giaa maafa Tat il js 
Agaa aain aaa TaT Aft aT: BAT: p 
The author has good knowledge of grammar and not infrequently draws 


upon it for his similes, double entendres or even other figures of speech as 
for example : 


(F) SOTO RATERS. wa aaria 
eae Wig fe ag ‘afaues’ 1° 

(ur) mga argaeaer afer |! 
qa aaa gu WII gamt apaa 11° 

(T) ami a ari a gisa: | | eii 
emdisqefe TATA: | | | 
afa: wafa: agns TaT- 
verarfast anafaa 114 

(a) ferr ua g gema: segue: fret | 

pitas ga: gat a rarest yaar 15 

(s) fax geatsaafag, aerate aa ferar. fe ifara 
TASS Ht Aas VURAL T efarara: 11 

Now a word is due about the songs in the play. The author seems to 


possess a very good knowledge of the science of music and a special liking 
for it as an evidence of which we quote the following verse below : 


maga HBAs Tater TW FAT eae Se js 


WHAT HEYA aN: CRYHTWATS ATA: | 
aire nagah pU ent naat fu 
Wi agana uw fafaa meds md: 1 
"This enchanting spell called music has been created by the Greater UT 
is from it that the mortals and Immortals derive supreme joy. Itis on 
account of it that the deer come running from a charming forest even at the 
= 1. Second act, p. 77. 1 
2. First act, p. 28. 
3. First act, p. 40. 
: 4. Second act, p. 60. 
5. Fourth act, p. 131. 
6. Fourth act, p. 141. 
~ 7. First act, p. 39. 
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risk of their life while cobras come out of their respective places giving up 
their coils and raising their hoods.” 

It is this music, the mohanamantra, ` which the author uses not aen 
in his play to charm his audiences. And in thishe succeeds eminently. 
Some of the songs in the play leave a very happy impression on the mind. 
The author does it well to preface them with the indication of the rāga in 
which they are to be sung. They show the author's mastery in music., 


‘The principal rágas employed are Vasanta, Dharia$ri, Mallára and 


Bhairavi; the first two being used at least twice. The Dhruvapada, the 
intricate form of song, too is given by the playwright. Not only in vocal, in 
instrumental music too the author shows his skill. Asan example we may 
mention the description of the playing on the lute by Madalasa ;. 
qui afe eqragfad wea arid w 
sdai faa ALAA WeadT d afaa l 
Segas Taan AIT d die 
amare: qa afaa: a WISSIRT: Fa? uv 
The description of the playing on the mrdahga too is quite picturesque: 
fa fa fa azfa afa acafa ardtafa refe 
gaai ga aeta waza AAT ITH TA | 
at xi at aT aaee eeqdaunpedu 
at at aaaf raat weal yaga 12 
- It is not an uncommon sight to see the Sanskrit poets playing upon the 
'onomatopceic words and putting their imagination at work in finding from 
‘them’ certain meaning which would suit their fancy. The sounds would 
then be taken to be actual words and the imaginary meanings fitting into 
the context would be understood from them. Atleast once the author 
resorts to this device : 
mst FHA gfopunfed Teal TAT 
fan avy fra ary gag: wur gat arga safe | 
HIT BT SRI VT ATA: MfreUftara wares TIT 
' spp TS auf aaa qe AAT UP 
>t. i The poet inthe writer shines out in descriptions where he allows full 


1. First act, p. 46. 
2. Second act, p. 73. 
3. Second act, p: 75: 
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play to his poetic faculty. "Asin.instance we may mention his description 
of Holi revelry : | ! 
| faa aara aaia: qued fear: 
mnai ATT er Afa: d 
froventta wr aaga: aaia TT: 
Atke temgaTT mafa AA u? 

"All the quarters are covered with the clouds of red lead; het paths, 
houses and walls are reddened with the sprinkling of water mixed with saffron, 
the people of the city with their wet clothes give the appearance of having 
been besmeared by the filaments of flowers as it were. They sing songs to 
the accompaniment of the striking of the (different kinds of tabors such as) 
bheris, jharjharas and dindimas." 

A drama having complete songs and alliteration but lacking in good 
humour cannot be called complete. The writer is aware of this fact. This is 
why he introduces such scenes or makes his characters utter such words as 
excite good laughter. Hic writer first of all explains asto what he means 
.by good humour: 

Wd ala Un qued aq uq | Des 
8 green fatat uera fan n? 

"One should create only that humour which gives joy to others. That 
writer of humour who causes revulsion even to one single individual deserves 
expulsion." Keeping this ideal in view he creates such humour as pleases 
everybody and hurts nobody. The dialogue between a deaf Brahmana and 
a courtier, the instruction to an old man to enjoy young girls on the occasion 
of Holi—all these are examples of good humour. 


The deaf Brahmana is unable to hear clearly : That is why he loses his 
temper for nothing and thus provokes laughter 


waag: — wrt aa ! fares fase | 

aa: eet | crate fe erf gem gèfa You d ! ci gen afena 
F g: | 

XTWWE:— & gl! a maafa ge ge gfi, ag pif fass fass sfa | 

wfeti— att g, afai: zea ge gue: TAT THT, Tay ATT 


l. Second act, p. 57. 
2 Second act, p. 54. 
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gela cd aRar cafeqarmeea (aveqara) aag eat wa |i 

“A royal soldier - O Brahmana, stop stop. 

The Brahmana with matted hair -(loobing) R. r. You also babble that 
I am a rogue. O wretched murkha (fool), you are rogue, your father is rogue. 

A royal soldier - Ham ho, Iam not Saying that you are rogue; I only 
Say ‘stop.’ 

The Brahmana with matted hair - N. n. n. You ate without’ a nose. 
D. d. d, you are rogue. N. n. n, you go to hell; c. c. c, you are a thief (cora); 
your father is a thief; your grandfather is a thief. (Picking up a rod) d, d, d. 
go away. 

Thus we see that the drama is full of dances, songs, humour and at the 
same time is unique in its plot and dialogue. Rightly does the author call it 
as occupying the first place in the count of the plays: 

aq (ura) sarii STRATA nfifesstitatfertafa i2 


1. Second act, p. 51. 
2. First act, pp. 12-13. 
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Laksmisvayamvarah 
INTRODUCTORY | 

The one act play Laksmisvayamvarah is written by Dr. V. Raghavan. 
It is published in Samskrita Ranga Annual, Madras, 1959. The author has 
for its theme the story of the Samudramanthana, as given in the Bhagavata- 
purana. The play was broadcast from the Madras Station of the All India 
Radio in August, 1959 on the occasion of the Varalaksmivrata. 

PLOT . 

Nandi over, a reciter called the Pauradnika informs the audience that 
after Indra was defeated by demons as a result of the curse which Durvasas 
had pronounced on him the whole world became devoid of light. Everything 
disappeared from the view. Then all the deities headed by Indra and 
Brahma went to Visnu and requested him to help them. Visnu advised 
them to churn the ocean and obtain the nectar by which they would become 
immortal. The deities did that with the help of demons. The fierce poison 
which was the first item to emerge from the ocean was swallowed up by 
Siva. 

Both Devendra, lord of deities and Daityendra, lord of demons, are 
happy that Siva has swallowed up poison. Then emerges the moon which 
the deities present as a giftto lord Siva. Then come out Kamadhenu, the 
Airavata elephant, the Pārijāta tree and the Kaustubha jewel, respectively. 
Kaustubha is presented to Visnu. Then appear Laksmi and Varunidevi 
(the wine). The deities want to obtain Laksmi but when the demons also 
insist to have her (Laksmi) the deities present them with Varunidevi who 
is equally attractive. Daityendra is attracted by Varuni while gods arrange 
a Svayamvara for Laksmi. Laksmi chooses Visnu as her husband. 

After this, Dhanvantari appears with a jar of nectar in his hands. 
Visnu tells the deities that now they should be active and try to obtain the 
nectar while the demons are busy with Varuni (wine) but the demons 
arrive right at the moment and snatch away the jar. On the other hand 
Laksmi is proud thinking that she is the most fortunate woman in the 
universe. Visnu has to teach a lesson to both the demons and Laksmi. He 
acquires the womanly form of Mohini and completely attracts Daityendra. 








LAKSMISVAYAMVARAH 323 


He (Daityendra) prepares to do everything for her. Mohini asks for the jar 
of nectar which he gives away easily. Mohini is happy to get the jar and 
gives it to the deities. Laksmi is also put in her own place when she notices 
the most beautiful form of Mohini. The play ends with the Bharatavákya 
uttered by Devendra. 
CHARACTERIZATION | SEARS | 

Deities and demons are the two main groups which have different 
characteristics. Deities are by nature simplé and peace-loving while 
demons are quarrelsome and passionate. They are more attracted towards 
beautiful women than anything else. They are engaged in romantic 
conversation with V4aruni while deities are active in procuring Amrta 
(nectar). Visnu, knows their weakness for women. That is why he assumes 
the form of Mohini ( a beautiful woman) and asks for the jar of nectar which 
the lord of the demons had snatched from the deities. The lord of demons 
is so much impressed by the enchanting beauty of Mohini that he easily 
agrees to part with it (the jar.of nectar) and hand it over to Mohini. The 
deities are thus able to obtain the nectar and become immortal after 
drinking it. ; 


Ld 
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Rasalila 
INTRODUCTORY : xu 
Written by Dr. V. Raghavan this opera, the . Rasalila, is connected 


with the life of Srikrsna. It is published in the Samskrita Ranga Annual 
in 1963. Earlier it had been broadcast from the Madras Station of the All 
India Radio in 1943. It is divided into four scenes called Preksanakas. 


PLOT 
First Preksanaka — The Granthika appears on the stage and sings a song. 


. He recites a sloka from the Bhagavata Purana which describes the Rasali'a 


of Krsna in one of the winter nights with his Yogamaya. From the other 
side of the stage Krsna appears playing on his flute. All the Gopis attracted 
by its melodious tune come around him. They tell each other as to how 
much they are attracted by the lilting melody of the flute. They say that 
they cannot resist it and come running to hear it. Granthika tells that the Gopis 
leave everything else when they hear the sound of the flute. One is serving her 
husband, another is feeding her child, still another is busy preparing meals, 
but when all of them hear the notes of the flute, they forget everything and 
come running to Krsna who however asks them to go back saying that the 
night is terrible and their fathers and husbands would be waiting for them 
and that they should not stay out of their homes in the night. But Gopis 
are fully immersed in the Bhakti of SriKrsna. They hear nothing but the 
sweet notes of the flute of Sri Krsna, 

Second Preksanaka — Sri Krsna and the Gopis are standing at the bank of the 
river Yamuna. Gopis tell Krsna that during the time he plays on the flute 
they will make a garland for him. Krsna asks each of them (the Gopis) to 
pick up one beautiful flower and give it to Vaijayunti, the Gopi sitting by 
the side of Sri Krsna. ‘Vaijayanti would make a garland with these’ says 
he. It is she who would garland him. Gopis act as Krsna asks them to, and 
Vaijayanti weaves a garland with them (the flowers). Seeing the beauty of 
the garland Krsna says that itis not the garland of simple flowers; each 


Gopi has put her heart in it in the form of the flower she has given (acadeaaad 
q garai, fag HAAA Tarr aaifa).! Each Gopi feels important 
1. Second Prekganaka, p. 4. 
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and thinks that Sri Krsna is attracted towards her only. They all sing 
melodious songs and play Rasa: Krsna is omniscient and knows the working 
‘of the mind of the Gopis. When he realizes that each Gopi is thinking that 
Krsna is considerate to her only and thereby feeling proud he wants to put 
them in their proper place. With this end in view he disappears. 

Third preksanaka— This leaves the Gopis very much perplexed and discon- 
certed. They search for Krsna frantically in the whole of the Upavana but 
are unable to find him. One Gopi tries toimitate Krsna and thus wants to 
console herself. She finds some footsteps which indicate that Krsna was 
accompanied by a Gopi. She along with other Goris follows those foot- 
steps. All the Gopis are jealous of one of their companions whom Krsna 
gave the pleasure of his company. But they are astonished to see that very 
Gopi standing all alone on one foot in the posture of mounting and in melan- 


choly mood. When the Gopis ask her about Krsna ske tells them in highly - 


pathetic tone that as Krsna took her with him she felt very proud and began 
to feel that she was the best woman in the world. When this feeling came 
into her mind she told Krsna that she was very much tired and that he should 
lift her up and carry her. As soon as she uttered these words Krsna 
disappeared at once and has not returned so far. All the Gopis feel exceed- 
ingly unhappy when they hear the sad plight of that Gopi. They pray for 
the quick return of Krsna. : 

Fourth Preksanaka— The Gopis are filled with anguish when Krsna does not 
appear before them. All their pride and conceit vanishes. They try to 
have a glimpse of Krsna. When however Krsna thinks that the Gopis are 
purged of pride he reappears among them. The Gupis feel very happy to 
see him and praise him. Krsna also is in a happy mood. At this the 
Grünthika appears on the stage and sings the Mangala Sloka. With this the 
play comes to an end. 

CHARACTERIZATION 

Krsna— Krsna is presented as a romantic hero in the first part of the work. 
He has ma£ic in his voice. When he plays on his flute all the Gopis leave 
their domestic chores and come running to hear its (flute's) melodious tunes. 
He has such a power: that every Gopi thinks herself to be enjoying his favour. 
But when he finds the Gopis proud and conceited he immediately leaves 
them. Heisthat omnipotent force which has the whole world under his 
command. 
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= a Gons- Gopis are the milk maids who are attracted by the charming perso- 
3 . nality of Krsna. They canleave everything but are unable to resist the 
- melodious call of his flute. Seen from the spiritual point of view they are 
the souls separated from Paramatattva i. e. Sti Krsna due to their pride or 
conceit but when that feeling vanishes those pure. souls merge again in the 

. Paramatattva. . 





Kamasuddhih 
INTRODUCTORY . ` l 

The one act allegorical play Kāmaśuddhih is written by Dr.V. Raghavan. 
It is published in Samskrita Ranga Annual, Madras, -1963. It was also 


broadcast: from the Madras Station of the All India Radio. 
PLOT 


After Nandi, a poet and his friend discuss with each other the 
play they are going to present. The poet tells his friend that he has borrowed 
the plot from the great work, the Kumarasambhavam of Kalidasa. The play 
proper begins with the scene where Rati, the wife of Kama. is shown in an 
angry mood. After some time Kama comes there and wants to cheer her 
up. Rati does not like this. She holds Kama responsible for the chaos in 
the world. She says that it is on account of him that passion in Prajapati 
was aroused to such an extent as to kindle in him the desire for sexual union 
with his own daughter. She also holds him responsible for the deviation of 
even the chaste women from the right path. Kama fails to pacify her. He 
requests his friend Madhu (Vasanta) to explain to her the mighty tasks of 
her husband. But Rati has no soft corner for Madhu and sends him 
away as she plans to practice penance. Onthe other hand Nandiis out to 
find a person who is doing more austere penance than even Lord Siva. After 
a hectic search he comes across the place where Rati is practising penance. 
He is wonder-struck when he sees that Rati has surpassed even Siva in 
austerity. Nandi informs Siva about this. Siva himself appears on the 
scene and blesses Rati. He assures her that the present form of Kama is 
destined to perish at his own hands. It is only after this that he (Kama) 
would be sober. Further, they will be blessed withtwo offsprings, one son 
Sama and one daughter Tusti. The play ends with the Bharatavakya uttered 
by Siva. 

CHARACTERIZATION 

The play, as said earlier, is allegorical. Love, passion. spring, virtue 

and wealth are the abstrect phenomena. All these have been personified 


here. — 
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Kama—He is the hero of the play. He has promised Indra to. obstruct the 
penance of ViSvamitra. By nature he feels utmost happiness in disturbing 
the penance of great Rsis. Even the sharp words of Rati, his beloved wife, 
have no effect on him. He considers his work of capital importance and 
tells his wife : 
MT SY STHOWTHH WIDTH, AAA ATAT AAT WAIT | 

“O why do you so reproach me by whose favour the worlds enjoy 

happiness.” 


He is responsible for inciting people to. indulge in such activities as are 

unbecoming and have public censure. Rati condemns him by saying : 
aiaa Wwe ae aaa: Geary Rapp dien Qa [Tr 
EAA (WENT A ATA: bp WT HA WT Yoeafa | WWW UTÍvs, 
a faf 2afa ow 12 

. "My husband does only what is dishonourable, disgraceful. He. agitates 

even sages, the venerable deities and deity-like chaste ladies. My entreaties 

are of no avail. I don't know how he is to be purified. To me it appears 

there is all alloy in him, nothing gold." 

Finally it is due to the austere penance of Rati that his (Kama’s) form 
is completely changed by Lord Siva and he is reborn with sober qualities. 
Rati—She is the heroine ofthe play. Itis she, who disgusted with the 
unruly habits of her husband (Kama) performs austere penance and Abans 
what she wants. Sheis a brave lady. She does not hesitate to utter harsh 
words even to her husband when she deems fit. Thus she says : 


TS ME, ANA F ARAT ARAINA | FA ata qa 
ga: Wace, aa ae adamas ana agarat emrfaat 
INAR | fA T MARAA TRAIT, Aa We aafia m aft nr 


eth i 


y you me ; 
for you too are known to the people as mara, a killer Geen death 
. Kamaguddhih, p. 3. Ù- 
2. Ibid., p. 7. 
3: Ibid * Pp. 3.4. 
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She surpasses in austerity even Lord Siva so much so that He Himself 

feels driven to her: 
TUR — wd wr mena AAA qut guum: Grkine ic LE s |i 
He speaks of her as the transformation of his own joy : 
gar adaa maae faak: 12 
A devoted wife she atones for the sins of her spoilt husband : 
gafa AT: THp wat vau mafai qur s 

She cannot tolerate her husband following unrightecus path. She has 

to restrain him, she feels and in that firm resolve of her declares : 
aq AAAA Satara: | 


Sere saqa vray wafa afar i 


‘Wife controls a conceited husband when he follows wrong path not 
able to discriminate between what should be done and what should not be 
done." | 

She pledges to follow her husband only when he is transformed from 
a demon to a deity : 

STER wae W wT: Tar a wat Sat afaar 5 

Lord Siva assures her that her husband (Kama) would be reborn with 
good qualities only when he will perish in the fire of renunciation issuing 
from his forehead-eye and will rise shining like a newly risen sun : 


Sq satama seyreafa 16 
CRITICAL APPRECIATION 
The Laksmisvayamvarah and the Rasalila are operas, as said earlier, on 
the famous episode of the Bhagavata purüna. They are garlands of some 
beautiful flowers gathered from the Bhagavata decked with a few leaves of 
the playwright’s own prose found in short and sweet dialogues. Dr. 


Raghavan has done well in supplying the minimum of additional matter 
. required for explaining and introducing the Bhagavata slokas and sustaining 


1. Ibid., p. 6. 
2. Ibid. 
3. Ibid. 
4. Ibid., p. 3. 
5. Ibid..p.4. 
6. Ibid, o. 7. 
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the narrative: He has also added some Slokas or other matter of his own. 
The very benedictory verse of the Laksmisvayamvarah makes it clear : 
gauss: ARAT JTT | 
migra aad iue i : 

"May this garland of the forest of literature woven in the flowers of 
the words of the old sages and the leaves of my words comelike Sri to the 
chest of Hari," | 

To use a metaphor different from the author we may say thatthe 
verses from the old sage Vyasa in the Bhagavatam are the anchor to which 
the prose of the author in both the plays, the Laksmisvayamvarah and the 
Rasalila is tied. It seems to flow in and out of them turning the works to 
a running commentary on them. i 
The Laksmisvayamvarah contains an innovation in the form of the 
introduction of a character called the Pauranika. It is through him that the 
verses from the Bhagavatam are presented. Devendra and Daityendra, the 
lord of gods and the lord of demons, again are the author's own innovation. 
In the Bhagavatam it is the gods or the demons only. 

An innovation introduced by the author in the Rasalilà relatesto the 
rendering of the Bhagavata verses reproduced by him or the verses composed 
by him in classical rdgas an indication of which is given by him at the top 
of each verse in brackets e. g. gamtai, Gies, TTUAAM UT etc. 
In a number of instances the names of the ragas are deftly woven in the 


Slokas themselves, as for example in ‘atrarargaifiaa:' arat indicates the 
name of the raga WIWTHTeWWhW; in ‘ant wa area ANEW’; ilg indicates 
the aag aT andsoon. The work forcibly reminds us of the Utsava 
Sampradaya of the Bhagavata school. 

The author also reproduces sometimes in his prose what is found in 
verse in the Bhagavatam. Thus the mad actions of the Gopis looki 
Krsna found in the Bhagavatam are described by Dr. Raghavan in 


table prose .in the Rasalila W 
below : 


TAHT mit —]: area ! WIA GACCTAT Gz) Taq: oes 
factar met—afz care | TAAA gear RIT QW gar way faq ? 


jpg 
2. Ibid. > 
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dear wht — (gate safa:) ser ! sat mafa ataga: rga | a 
farm 1 ut Atan areargfeat WT | 
agai stie agafeerdt frame Jaq faust, wsraqrarar- 
Aag | ea! aafaa a: aada mif matai ewe 
meat poaa vate | 


"First cowherdess : O Sala, have you seen the son of Nanda with his 
arms like you ? 


Second cowherdess: O Tamala, has some beauty as dark as you has | 


passed your way ? 

Third cowherdess : (Something resembling the sound of a flute). Here 
sings the one who charms with his flute. I will run to him. 

How sad ! It is the Kicaka which whistles when filled with the wind. 

Fourth cowherdess : O well, Krsna is dancing this side on the stage of 
the hood of Kaliya. Here I run to him. | 

How sad ! How is it that it is one of our own dear girl friends while 
acting the story of Kaliya is transforming herself into Krsna.” = 

A prominent innovation introduced by the author in the play is the 
humorous incident of a Gopi who in her pride wants to’ be carried on the 


shoulders by Sri Krsna but who is left in the posture of mounting when he 


suddenly disappears. 

The prose recitation in the fourth scene beginning with qatati faxfadr- 
qq? has an excellent rhythm, The wonderful metre of the lilting, dancing 
Slokas in the Bhagavatam beginning with safa qsfaa: senat qr? is successfully 
imitated in two Slokas of the author himself which brings out the spiritual 
significance of the Rasa Krida or mystic dance when the Jiva or soul is in 
blissful communion with her divine spouse. 

The KamaSuddhih is introduced with a dialogue between a poet and his 
friend instead of the usual Sütradhara and the Nati. This is the author's own 
innovation. The angry exchanges between Küma and Rati, the appearance 
of Parame$vara etc. are all incidents not found in the Kumarasambhavam on 
which the story according to the author is based (avg qq md: GIU 


garang CRT). 
l. Ibid. p.5. 


2. Ibid. p. 7. : 
3. Ibid., p.7. 
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The burning of Kama by Siva (referred to as Parame$vara in the play ) is 
the only incident—that again referred to in the end and not actually shown 
in the play—which has inspired the play-wright to invent the entire story. It 
is to this extent only that the play is based on or inspired by the famous 
work, the Kumarasambhavam of Kalidasa. The introduction in the play of 
the two characters, Dharmasamvardhini and Arthasakhi is also the author's 
own innovation and is in line with the newly coined story. 

The purpose of the play is to present the purification of connubial 
love. The old Indian attitude towards this from of love was of two kinds. 
Some thought that, because it can so easily become sensuous, the only course 
for a wise man to adopt was to turn away from it once for all. This ascetic 
ideal indeed is, for instance, the lesson conveyed in the Buddha caritam, an 
epic poem by A$vaghosa (1st century A. D.). Kama is figured there as Mara 
or death and the poet describes how he was completely frustrated in his 
efforts to lure Buddha. away from his spiritual quest, But such extreme 
asceticism was by no means the prevailing ideal of life in ancient India; it 
was transforming love rather than eliminating it, the cleansing of the lamp 
instead of putting out the light. That is the messáge, for instance of 
Kalidasa's epic, the Kumürasambhavam. Here also love suffers frustration, 
butitis only love as an impulse of the moment. It is Soon revived in a 
thoroughly purified form and the poet shows, in his masterly way, how such 
_ sublimated love is the very life and light of the world. 

It is love in the latter sense that is the theme of the present work; and, 
by a happy play on the word ananga (one of the names of Kama in Sanskrit) 
which may also be taken to mean not ancillary,’ the author represents it as 
the supreme value of life. The style is reminiscent of Kalidasa’s epic; and 
the plot aims at artfully explaining the reason for the discomfiture of Kama 
as narrated there. Most ọf the characters that appear here are allegorical 
Jike love, passion, virtue and wealth, but the reader hardly feels that they 
are abstractions. The handling of the subject is so Tealistic, and the dialogues 
so lively throughout. 
tree plays or plage are mener e nd the styleof the author, All the 
| e; n. in easy, fluent style. The Prose is not 

unoften embellished with figures of speech, specially simile, a few choi 
examples of which may well be reproduced here : j Ud 


The moon comin t 
b § out of the churned ocean Is Compared to the ball of 
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TATA eee: Tatts za Saft (Ae:) U 
The Kaustubhamani on the chest of Narayana is compared to a newly-risen 
sun : 
iter Q aaa Aer ga areas: ND Bega: di 
. Each and every flower or leaf within garland offered by Gopis to Krsna is 
compared to their very self : 
tq ramearag qgufeser agaaa: 18 
The anger of Rati is compared to the hotness in the food and the twist 
in speech : 
HW were, afer quu, arate aaraa alatsear: anu (4 
There are a few good aphorisms, too, as for example : 
(2) farts ga atiged, faig ta Saatafaear adaeth 15 
(3) wert: agfa faafafa a ta afea, freq ora arafacery 16 
(3) AJE Ct BM: JARTA RA | Us: FARTS, SU cae TTA: Tur: 17 
Occasionally the author permits himself a modern expression which in 
the context of the old mythological story looks somewhat amusing : 
UT WuTH[QUHD WA: ATA ASI MMT: p AeA XT VATA WANG: 
faa sfa 18 
We may close the critique with a few general observations on the 
language and the style of the works of Dr. Raghavan. His way of writing is 
in many ways unique. It:has a telling simplicity about it. His prose is racy 
and dialogues crisp. The story is never impeded by unnecessary detail or 
by show of pedantry. Dr. Raghavan certainly comes out the very best in 
his plays. 


Laksmisvayamvarah. p. 10. 
Ibid., p. 11. 

Rasalila, p. 4. 
Kümasuddhi, p. 2. 

Ibid., p. 2. 

Ibid., p. 7. 

Ibid., p. 8. 

Ibid. p. 2. 
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Political Plays 










Kasmirasandhanasamudyamah 


INTRODUCTORY 
Written by Nirpaje Bhimabhatta and published and reprinted from the 


Amrtavani Patrika the play, Kasmirasandhanasamudyamah as the very title 
shows, deals with the Kashmir problem. The author wrote this work while 
he was just a young student but the language of the work is mature and the 
treatment of the subject scientific; One cannot believe it to have been the 
work of an immature mind. 
The play has seven acts and was successfully staged too. 
So far the author is known to have composed only two plays, the 

present one and the Hyderabadavijayam. Both have political themes. 

PLOT 

First scene — Shyama Prasad Mukherjee enters in an angry mood. He says 
that so long as he lives, Kashmir cannot fall into the hands of his enemies nor 
can it be divided. Liyaquat Ali's plans would never succeed. He describes 
the natural beauty of Kashmir. He thinks that the Kashmir problem should 
be discussed by the Central Government. Meanwhile Dr. B.N. Khare 
enters and introduces himself as the member of the Hindu Mahasabha. Both 
discuss the Kashmir problem. According to Dr. Khare’ the problem of 
Kashmir can be solved by the U.N.O. (United Nation's Organization) only. 
But Mukherjee has his own doubts. He wants that Kashmir should not be 
divided. "To divide Kashmir would be criminal’, says he. He assures Khare 
that in his life time he would surely strive to find a solution for this vexed 
problem. After this they both enter the Centra] Assembly and take part in 
the discussions there. 


He goes to the Airport to receive him. He projects his viewpoint in such a 
way as to convince the visiting dignitory of the Correctness of Pakistan’s 
stand and the incorrectness of that of India, But Graham after listening to 
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all the arguments of Liyaquat Ali says that he cannot decide anything unless 
he has had an opportunity of hearing Indian representatives too. He also 
wants to know the viewpoint of the Kashmir. Premier Sheikh Abdullah, and 
the people of Kashmir. Liyaquat Ali still hopes. that his evil plans would 
succeed and he would be able to have Kashmir for Pakistan. 

Third Scene—Some leading citizens of India—Rajagopalachari, Jawaharlal 
Nehru, Shyama Prasad Mukherjee and B. N.-Khare discuss the problem of 
Kashmir in the Central Assembly. Nehru explains the whole situation. He 
says that just after independence the people ofthe valley stood up against 
the Maharaja's regime and started an agitation. After five or six months 
Pakistan sent tribals to attack Kashmir. At this the people of Kashmir 
saught India's help which was promptly given. Pakistan evidently could 
not stand this. It sent its army to Kashmir. India has approached the 
U.N.O. to settle this problem. In answer to the members’ queries with 
regard to the purpose of the present session Nehru says that some people of 
Kashmir wantto join Pakistan while others want to join India. 'This 
Session’ says he,'hasto decide this problem’. A member suggests that 
the problem may he solved by means of a plebicite. All the members are 
happy at this. Mukherjee says that we need not always be so particular 
about peace. There should be a limit to it. If this problem is not solved by 
peaceful means it should be solved by a resort to war. Nehru and Mukherjee 
differ in their approach. Nehru wants to follow the path of non-violence, 
while Mukherjee is in favour of war. Nehru further says that they should 
accept Graham’s decision but Mukherjee says that no outsider has the 
authority to solve our domestic problems. After some further discussion it 
is decided to adjourn the session for the next day. 

Fourth Scene—Prime Minister Nehru is shocked to learn that Pakistan shifts 
its policies every time and its attitude towards Indian army is very objection- 
able. Pakistan wants to have Kashmir at any cost. The Security Council 
is unable to arrive at any decision. At the same time an attendant informs 
him that Graham has come to see him. Nehru receives him with due 
courtesies. They discuss the Kashmir problem in its proper perspective. 
The picture drawn by Nehru, he feels. is totally different from the one drawn 
by Liyaquat Ali. -Graham now realizes that India's policy is in the right and 
Pakistan's in the wrong. After reviewing the whole situation Graham thanks 
Nehru and takes leave of him. | ; 

Fifth Scene— To appreciate the Kashmir problem still better Graham leaves 
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for Kashmir. Heis very much impressed by the beautiful scenery of the 
valley. ; 
Sixth Scene— Sheikh Abdullah and Graham meet each other. Graham 
discovers that Sheikh Abdullah is fully satisfied with the policy of India. He 
clearly indicates that there is every possibility of danger from Pakistan. The 
Sheikh then asks Graham about the places in Kashmir he has seen. Graham 
replies that he has seen practically all the beautiful places. He is very happy ` 
that he has had the opportunity of seeing and talking to the Kashmir Premier. 
The whole discussion leads to the conclusion that the people of Kashmir 
want to live with India and not with Pakistan. j 
Seventh Scene— Mukherjee is worried to learn that while the problem of 
Kashmir is still pending there has come up another one of Hindu Code Bill. 
He fears that with the passage of this Bill the ‘Sandtana Dharma’ of India 
will be destroyed. All the old concepts and faiths will be shattered. Sheikh 
Abdullah’s plans would never succeed so long as Mukherjee lives (Sheikh 
Abdullah wants that Kashmir should become independent). He blames 
Jawaharlal Nehru for not being able to see through the wicked policy of 
Liyaquat Ali Khan and Sheikh Abdullah. His idea is that these cheats must 
be taught a lesson. | ero teles 
Eighth Scene— Nehru is elected Prime Minister of independent India and 
the Congress becomes the ruling party. Nehru is worried about the Kashmir 
problem. An attendant comes and informs him that Kashmir Premier Sheikh 
Abdullah has come to see him. Sheikh Abdullah praises Nehru. Nehru 
also praises Sheikh Abdullah and remarks that “ if we go on praising each 
other like this there can be noend toit. We should come to the point." 
Nehru asks Abdullah whether the people of Kashmir are happy and fearless. 
Abdullah tells bim that under the control of a country like Bharata who is 
there who may not be happy? In one of his speeches he had said that Kash- 
mir wants an independent flag. Bythis he does not mean an independent 
Kashmir. Kashmir is a part of India and will remain so. Only the flag will 
be different. He also tells Nehru that he has come to him to clear misunder- 
standing. He further tells him that he .has decided that Yuvaraj Karan 
Singh should be the Sadar-i-Riyaset (Governor) of the State. : 
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Hyderabadavijayam 
INTRODUCTORY - 
Written by Nirpaje Bhimabhatta, the Hyderabadavijayam is published 
in the 1954 issue of the Amrtavani of Bangalore. It deals with the Hyderabad 
agitation in post-independence era. Init the learned author shows as to 
how and why this agitation was started and how the Indian leaders especially 
Sardar Patel could integrate the State with the Indian Union. The play has 
one act divided into ten scenes. 
PLOT ; 

After Nandi the stage manager asks the actress to act the play Hydera- 
badavijayam by Nirpaje Bhimabhatta. The actress has doubts as to whether 
the play would attract people. She also points out that the first drama of 
the author (Ka$mirasandhanasamudyamah) had no female character and 
thisdrama probably has the same defect. The stage manager says that the 
people would surely welcome it because it is full of the feeling of patriotism. 
First Scene— Three Razakars are shown chasing a woman. The helpless 
lady cries for help but there is none around to help her. The Razakars 
tease the woman and say that her only salvation lies in her choosing one of 
them as her husband. The lady wants to end her life but cannot do so. 
Meanwhile some other Razakars turn up there and redicule the first three 
Razakars for their inability to control evena woman. While they are 
talking thus the woman makes good her escape. The Razakars chase her and 
again get hold of her and molest her. 

Second Scene— A man named Nityanand Shastri is dressed like a Muslim. 
He notices a Hindu being chased by Muslims. After having a closer look 
he learns that the man is none elsethan his friend Ramanand Shastri. 


"Nityanand greets him and tells him to be fearless but Ramanand cannot 


recognize him and thinking him to bea Muslim runs away but when Nitya- 
nand assures him that he is his friend and asa precautionary measure his 
put on Muslim dress only then does he come near him and they both have 
heart to heart talk. Nityanand tells Ramanand that he has put on Muslim 
dress because the Muslim Razakars spare only Muslims and kill Hindus 


hj 
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whenever they find them on the roads. He also tells him that the aim of 
Kasim Rizviis to destroy national unity, to stand against Hindus and to 
spread Muslim rule. While talking they hear the Razakars coming to their 
side. They both then deem it fit to run away. 
Third Scene—Kasim Rizvi and Liyaquat Ali Khan are having a talk with each 
other. Kasim Rizvi is proud of being the most influential man in Hyderabad, 
Liyaquat Ali Khan advises him that they should ‘not be contented only by 
obtaining Hyderabad. They should try to get hold of tke whole of India. 
They both boast of their bravery. Liyaquat Ali wants that Kasim Rizvi 
should be made the ruler of Hyderabad and that he himself should take 
over its Prime Ministership, But in their heart of hearts they both fear that 
the Nizam (of Hyderabad) is a weak men and there is every possibility that 
he may surrender himself to the Indian Government. They both try their 
best to make the Nizam a mere puppet in their hands. Success ultimately 
attends their efforts. The Nizam turns totally a tool'in their hands. 
Fourth Scene — The Home Minister of India Sardar Vallabhbhai Patel is 
very angry when he hears about the agitation of Razakars. He: declares 
that the situation has reached its climax and that he would have to settle it 
once and for all. 
Fifth Scene — Rajagopalachari is worried over the Razakar agitation. He 
has succeeded Lord Mountbatton as the Governor General of India. He is 
very sorry that Mahatma Gandhi is no more with them to guide. He believes 
that this wicked world was not a suitable place for a saint like Gandhi. After 


. ándependence the people have become more selfish, greedy and shortsighted. 


The grave situation of Hyderabad perturbs him. He has atalk with Nehru 
about the Hyderabad problem. Nehru tells Rajagopalachari that though 
the British rule has set all States free after independence they have 
surrendered themselves to India. Only the Nawab of Junagarh and the 


mmander to invade Hyderabad. He 
only the oppressors and should not 
e should proceed very cauticusly. Pate] gives 


instructs him that he should destroy 
trouble the general Masses, H 
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him blesssings end says that he will surely come out victorious. | 
Seventh Scene — Nizam is disturbed when attacked by India. He wants 
that war should be stopped and he should join the Indian Union but Kasim 
Rizvi and Liyaquat Ali assure him that they will surely win and that they 
should fight with all their might. Nizam is influenced by their false assurance 
and tells them that they should do whatever they think proper. With the 
permission of the Nizam they both leave for the battle-field. 

Eighth Scene — This introduces us to the scene of the battle. Kasim Rizvi 
makes a vain attempt to prevent his soldiers from retreating but his army is 
in disarray znd all his efforts to bocst its morale prove to be of no avail. 
Finally Rizvi broken and dishezrtened himself takes to flight. 

Ninth Scere — Nizam is highly unhappy to learn the news of Lis defeat. 
Liycqvat Ali comes, offers apologies and confesses that he alone is to blame 
for all thathas happened. It is he who kept the Nizam inthe dark with 
the result that he (the Nizam) overrated the capacity of the army. The 
Nizam reprimands Liaquat Ali and pointedly puts the blame o3 him (Liyaquat 
Ali) and Kasim Rizvi. He further says that it is they who are responsible 
for all his insult and humiliation. Now there is no way out except to take 
shelter in India. On the other hand the commander of the Indian army 
congratulates his army on the victory and speaks highly of the bravery and 
neroism of the Indian soldiers. 

Tenth Scene — Vallabhbhai Patel is satisfied at the happy turn of events 
and the successful termination of the hostilities. He says that the day of 
victory is really the most auspicious one. At this Nehru enters the stage 
and offers his felicitations to the Sardar for it is on account of his boldness 
and courage that the success has come. Rajaji too congratulates Patel at 
this magnificient success and wants to listen tothe account of the conquest 
of Hyderabad in detail. Just that very moment a messenger comes and 
gives the news that the commander has come back from the battlefield. At 
this Sardar Patel says that itis the commander who will give us the full 
account and with this the play comes to an end. 

CHARACTERIZATION : 

Though the Ka$mirasandhánasamudyamah and the Hyderabadavijayam 
are small one-act plays they on account of the nature of their themes abound 
in cheracters who appear on the stage for only a short while and that too 
fora specific purpose. They are only too well known. The portrayal 
of their character by the author is very faithful. The author presents 
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them as they were in real life. They are very close to us in point of time 
and we all know them as to what they were like. A detailed critique on 
them—the author has not added any thing of his own to the depiction of their 
character - need not therefore be attempted here. 

CRITICAL APPRECIATION 

The KaSmirasandhanasamudyamah and the Hyderabüdavijayam are 

two of the very few political plays of this century. The almost total absence 
of female characters—the Hyderabadavijayam has only one female character 
and that too in a minor role — in them is their distinguishing characteristic. 

Both the plays were written by the author when he was just a student in 
a Pathasala. 

KaSmirasandhanasamudyamah presents the history of the efforts to 
integrate Kashmir with India. It gives us in a succinct form the history of 
the problem of Kashmir, a problem which is very much with us even now. 
It appears quite interesting to look back at those events of the past which 
have come to be associated with the problem of Kashmir. From 1954 to 
1971 some fourteen years have passed, a fairly long period by all accounts 
butthe problem has dragged on. The hopes ofthe Indian people in the 
sense of' justice and fairplay of the United Nations Organization stand 
belied. Even' Sheikh Abdullah the one time confidante of Pandit Nehru 
and supporter of the principle of integration of Kashmir with India has 
shamefully shifted his ground and is now demanding self-determination for 
the people of Kashmir. The author possesses rare political insight when he 
as early as 1954 declares through Shyama Prasad Mukherjee, Abdullah to be 


a traitor and compares the military help rendered to him with milk turned 
Into poison for a serpent: 


sr eager | f Arey gam akafa ? fiearreras arafcanta 

saaga, tfaa ater famwewat sq waa: oi 
i; The author gives in the Second Scene of the play the dialogue between 
Liyaquat Ali Khan, Prime Minister of Pakistan and Graham U.N.O 
representative which from the point of view of dramatic effect is | ost 
useful. In it Liyaquat Ali Khan adduces arguments in support of the State’ 
integration with Pakistan. The arguments are more or less the s ee 
being adduced by Pukistan even how. To put the entire matter INA 


1. Kasmirasandhtnasamudyamah, p.27, 
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without sacrificing anything of the essential is nothing short of a feat which 
the author here accomplishes. : 

To compose a play and that too in Sanskrit on such a difficult theme 
as the problem of Kashmir with its long-winded history, its ramifications and 
complications was by no means an easy task. That the author and that too 
in his younger years could do that speaks volumes for his ability to catch 
a situation and to present it through à literary expression most effectively. 
Political consciousness among tradition-bound Sanskritists is indeed a rare 
phenomenon. To see it in the present author is therefore both a pleasure 
and a surprise. | 

The Hyderabadavijayam delineates in fairly good details the policy 
pursued by India towards Hyderabad in post-independence era. The 
general policy is to avoid conflict wherever possible but this does not mean 
that she would submit to blackmail and avoid a military conflict at the risk 
of the violation of its sovereignty. This is not practical politics. By the 
annexation of Hyderabad India has shown to the world that India would 
not slide away from the armed conflict if it were to be forced on it. The 
clear enunciation ofthis policy is found in the following words of Sardar 
Patel which tear full reproduction here: ue | 

qa: spi aaan: vadaarursenarest fux feat sag? fafaew fo 
guarana at teen? afg rf mR steerer aaf: 
SUR EU Bs Hr E e s S ES giat ya RR G 
gaing ME COSE GE UO HRS EE LEGIS E | 
eub aa AAW WA gia Aad VAY red 
asad xfsaadiadfufepfesi Maafa 1 

“What a cruelty ! Strange, this killing of the people even in independent 
India ! What is this ? Is it the anarchy in the country or its leaderlessness ? 
No. No, it is the height of Kasim Rizvi's wickedness. When I see again and 
again the molestation of women, killing of lots of good people, the domina- 
tion of the wicked, the plundering of wealth and occasioning agitation in 
the minds of all the people I am overcome with terrible anger which having 
proved to be a bolt for the uncontrollable mountain of the conceit of Kasim 
Rizvi will provide peace to the people.” b 

The atrocities committed by Kasim Rizvi kindle the wrath of the Iron 
Man of India who in all his fury thunders : 


lo fh AA 
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SAT TATAM Sao AA Hoe TRAN 
gasae faaara FSR ere | 
erqvaiefedUraquruWeurdd! qug 
qaaa ta: Safa germ mega IETT: i! 
“In the world the peace of which has been disturoed all round, let 
Rizvi come to destruction quickly with all his army perisked before the 


incomparable might of (our) army which is ready to give a fight, which has: 


the reputed strength, the direction of which vests in us and before which the 
hardships of the people are removed on account of the effect of its rising 
glory. From now on let the subjects attain happiness.” 

When the British left India they gave the option to the native States, 
however small, to either join India or Pakistan or remain independent. This 
was a clever diplomatic move on their part for they thought that this would 
sow the seeds of dissention in the country with the result that ultimately it 
will fall apart. It was at this crucial moment that Sardar Patel devised the 
Instrument of Accession which led to the ultimate merger of all the former 
States into the Indian Union. Even Jawaharlal Nehru has to say: 

"The British, at the time of leaving for their country gave independence 
to the rulers who had been owing allegiance to them. This indicates their 
design of destroying the unity of the country. Even then we have clearly 
informed the rulers of the Indian States that they have to accept the 
sovereignty of the Indian Republic. Having realized the significance of our 
instructions and the position of their own States hundreds of rulers have 
done well by following our advice at the time of the reorganization of the 
States. Some of them however gave the indication of some slight pride, still 
they had no other way out and so followed our advice in due course"! 


Both the works, the Ka$mirasandhünasamudyamah and the Hyderabada- 


vijayam are written in a very pleasant style and are embellished with figures 
of speech of which simile seems to be the author's favourite. À few of the 
choicest of these may well be reproduced here by way of illustration : 
(m) wxfaegafesessrarfirttar erat faa | 
Wet carae Tuegadfagerfvawerat 112 
(sr) aaier 
MARJI AA AEP: CWHIRT | 


l. Ibid. 
2. Kusmirasandhtnsamudyamah, p. 2. 


- x 
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wear aatsiradetste o 7 


al A WY YEWERTHATENTUE LU tad Y 
(a) fager Aafa aeran ae TIE 

qae iaaa afaarsr | 

Mat: TATA ES Aaaama 

Wag egaa fg ferermatfsn: u? 


Among the beautiful examples of metaphor we TOE the one below : 
Weder farging 
mre cert [gt reif raad d? 
"You shine like the sun, you are a lion in the forest of Kashmir, 
expert in tearing off the temples of the intoxicated elephants of the enemies.” 
The beauty ofthe Kashmir valley has inspired many a generation of 
poets and scholars. It inspires the -present writer too and brings out the 
poet in him who takes delight in depicting it in all its gorgeous colours. We 
reproduce below a few verses where we are face to face with this beauty, 
enticing, seducing and eluding: 
salafatrarar asa xpqat 
faataafastect gra ger Tata | 
fa ferrereererarTent Ferret wi AT 
safer xd spud arg Wh a : 
“Here on this stage the highly clever nature playfully exhibiting hier 


form performs the Tandava dance. From various trees the notes of the 
cuckoos and from every quarter beautiful nice songs are heard." 


mafaa ALATA AT 
Welt agaian | 
i: sera areata aa 
x. MMU yaaga Wer Us 
"I believe the bodies of the beautiful passionate women of Kashmir 
have been enjoyed by lovers diverting their minds by trips to the gardens." 


‘J. Ibid., p. 9. 

2. Hyderübudavijayam, p. 35. 

3. Krsmirasandhünasamudyamah, p. 28. 
4. Ibid., p. 20. 

5. Ibid., p. 20. 
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Kashmir is the garden of India. How can then the Indians leave this ? 
That is why Graham says: : 
ERE A | 
Saag mp we: Fal we n 

"How can the people be happy to leave this garden which is busy 
producing things conducive to love." | 

The writer hasa command overlanguage. The plays being political 
ones, the language varies in them according to situation. It sometimes becomes 
harsh, sometimes provocative and sometimes soft. 

As an instance of the harsh language we may mention the rather force- 
ful words uttered by proud and conceited Kasim Rizvi who vows to enthrone 
the Nizam as the king of Hyderabad : | 

gda we ale Tata after 


faar atai e caefagt Ueat THE 0 
arsed aidaa fafa fafa a aa: afad [aum 
gaada attafafx aa gge arefacaria xm t 


“O king, in one hand I will carry ina huff a sword which sould look 
terrible due to anger and which would be ready to destroy the.: enemies, I 
will chop off with it the heads of the enemies fiercely and with the other I 
will put a crown on your head which would illumine this wale empire of 
yours with the lustre of your fame." 

As yet another instance we may mention Shyama Prasad Mukherjee's 
forceful assertion : 

WT fataaq ? wf uere at at Tex Trerufrg suas ? ferarear- 
Aaaa aasaga — WICRESEHIÍW: wag frea: 
qaia Mat Cag aaa aagana ag i 

“O what isit? Who can grab Kashmir when Mukherjee is alive? We 
will completely raze tothe ground the dream edifice of Liyaquat Ali Khan, 
Well, India sent military help to Kashmir to protect it at the time it was being 
raided by the tribals and the Pakistan army." 

As an instance of soft words we mention Nehru's words to Khare where 
he speaks of harm of mutual conflict and human brotherhood : 


ard | meida Wer arfa: fasair RaR | 
1. Ibid., p.20 y | 
2. Ibid., p. 3. 


CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 





„s o — B - 


HYDERABADAVIJAYAM . . . 347 


fasqaruergenWumeq | Aaaama fa gaiean 
qaman Dp aaia gaan A WO ASAT d 

“Sir, I have done so with the thought that mutual conflicts would harm 
the country. World fellowship: is very necessary. It is for the purpose of 
the preservation of the world peace that the United Nations Organization 
came into being. Itis not proper for us, who follow the path of Mahatma 
Gandhi, to be indifferent towards it." 

Occasionally we meet inthe plays a few instances of the use of high- 
flown style. As illustrations we reproduce two excerpts, one Gee from both 
the plays : 

(2) were! s wur: gagat were Wert. warg fraca qeu. | 
Tur, fag. aagana FR PTUS trata had as 

: FRET, UA, Fo, fats, syag arona a aN: 

aaa agem faianta easi TaTq farafaryfager: uU 

(3) aagana RICCI CR ICICI RIE ES 
Masstart divsqxTar Wa 
ET gaaat aaraa ar arfeaaitatfarar 
eem waren fafufe X aaraa: diafa n 
Hal aada arasaatana Seca 
Cerna fisaer Aq Weg aaay "ufq wat: madf waar agale 

qa fara l? 

The author not unoften employs ddp and maxims in his work as 

may be seen from the following : 
(m) safga: ag reta: 1 
(sr)  STHTETSET HE TSETSUTERIT. atA: 1 
(1) sp uei germ | 
(s) mi sU GC 


i94 
e 


Ibid., p. 12. 

Ibid., p. 17, 

Hyderababavijayam, p. 24. 
Küsmirasandhünasamudyamah, p. 5. 
Ibid., p. 13. 

Ibid.. p. 14. 

Ibid., P. 19. 


4 


sf 


Nous 
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(s) wfreraereni wearer qai fg ngaia: «erat wafer 1 
(uw) freni fg uera: |? 
(3) area fg eedr: sfaaafa i 
(s) mater g viret gaat farm: 14 
(35) Sat anseia: wd: 15 
(a) wei fg farre frottage: 1° RU EE 
Alliteration comes naturally to the author. He r resorts to it frequently 


and with an ease which i imparts a peculiar charm to his work. A few examples 
will bear us out : 


- (m). xRr staat STR 7. 
(uw) maei faaan vert array 1° 
(x). alata: qaia wafer i? - 
(3) wb aetacearestt aag 12° 
(=) magaert dd 
(=) RU NN sit: 113- PS 
(©) wa, geagad waar i 
(sr) an qang ade |} 


While going through the plays we come across keře and there either an 
original quotation. from an earlier work, as for example : 


Waal aga wT aan qfreg:15 


which is a quotation from the Pañcatantra, and 


a 


l. Ibid., p. 22. 
2. Ibid., p. 29. 
3 Ibid. p. 10. 
4. Ibid., p. 29. 
9. Hyderatadavijayam, p. 36. 
6. lbid.p 34. 
7. Kasmirasandhgnasamudyamab, p. 14. 
8. Ibid., p. 15. 
9. Ibid., p. 22. 
10. Ibid., p 22. 
BEC. . 1l. Hyderübüdavijayam, p. 22. 
ERU 12. Ibid. 
ns. | 13. Ibid., p. 2, 


ER 14. Ibid., p. 11, 








| 
| 
i 
l 
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frares anfa, at cat sen 
which is a quotation from the Gita, and 


aaia waefrefuterüsfefdspe: ver: Gut gat 


which is a quotation from Kalidasa's Sakuntalam or the adaptations of ifie 
lines and passages from earlier works, as for example : 


Ta + Tartar 2e 
which is more or less the same idea as : -TẸ TIS teat na and. 
fa«riseregraererfaafermitgfered fg eres 4 


which is more or less the same idea, though i in different words, as found i in 
Kalidasa's Kumarasambhavan : 


Faerxget afa fafana det a if q uq er IH sae 


In the line 
aaraa anar SISTER: 5 
it is'not too difficult to detect the presence in the subconscious ‘mind of the 
author the well known verse of Magha: 
AAQGATA Tater: ferae | 
- qafa at wrfer Rae 17 pith it 
In the Preface to his works the author says that he has ‘used words 
which are common these days. He has, on this account, begged apology of. 
those who favour the use of the ancient form of the idiom only.2 Our 
perusal of his works, however, has not revealed the presence of many words, 
not used in older Sanskrit. To us it appears that the author is unnecessarily 
apologetic. The plays are written in standard Sanskrit in spite of the fact 
that the author was dealing with current problems. 
Besides using ancient forms of words he has, like a true Sanskrit pandit, 
Sanskritized even non-Sanskrit words. Thus ftaTeduet becomes MATTAN, 


Ibid., p. 21, 

. Küsmirasandhünasamudyamab, p. 5. 

. Ibid., p. 19. 

Ibid., p. 19. 

Ibid., I. 59. 

Ibid., p. 13. 

: Sigupal avadham, II.112. 

RAAS AGA SIAR: seq Wafer Tee de mu Lage 
TIALTATTHTAI aia; ereqemtsafaemerdia i 


o o UR wpe 
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qemaarÉ TEA, SETA TET and Tener, METT and so on. 
Here and there we meet with a few e excellent word pictures too. One 


such is teproduced below : i 
Taane aa An ANT: eurer gaa maafana, 


farea pfen gean STU pedi Samaaaar Tats 
faf warfare Us 


"Shri Shyama Prasad Mukherjee i is coming this very side on his way to 
the Central Assembly. His eyes are red and brows terribly knit because 
the Kashmir problem is still pending. He is emitting gre: like the gcd of 
death at the dissolution of the world”. 

The author is a thorough patriot. He has deep love for his country. 
He takes pride as any patriot EUST in the glorious traditions of his 
country : 

THCY: AY ATT: | Wa, FT, r, us, FEAT, TUTTA TT Tal 
A wert afaa araea p at wafaa fdata qu SET, Raag 
Targa afa wag 12 | 

“The Indians are brave by nature. Mother India gave birthto Rama, 


Krsna, Prithvirajand Rana Pratap etc. How can she produce weak sons? 
Jackals are never born of the lionesses." 


SH Vased, P. 2. 
2. Ibid., p. 5. 
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Parinamah 
INTRODUCTORY 
The play Parinàmah is written by Chudanath Bhattarai of Nepal. It 
has seven acts and 232 pages. Itis published by Shrimati N utanashri in 


Kathamandu in the year 2016, Vikrama era. It has won considerable praise 
at the hands of critics. - 


PLOT 

First act~ Murari brings one Candractida, a sick social worker, to his house 
to give him comfort and homely atmosphere. Rama, Muriri's wife, is a very 
simple, purehearted and sentimental lady. She looks after Candractda with 
love and affection. Candractida is also very much impressed by the selfless 
devotion of Rama. Once in the absence of Murari when Rama asks Candra- . 
clida as to how he feels about her husband he (Candracuda) praises Rama 
and has no hesitation in saying that he (her husband) is a fickle: person. 
After some time Murari also comes there and discusses some problems with 
Candracüda. Candractda praises Indian traditions and customs but Murari 
contradicts him.  Candracuda is of the opinion that there should be equality 
among men. Maya,a friend of Rama, isthe daughter of a doctor. She is 
an intelligent girl. She is doing B. A. and proposes to study upto M. A. 
While Murari and Candracuda are discussing various problems Maya joins 
them and discusses with them various problems like women's education and 
religious ideas of the nations. They all praise Rama for being a perfect 
housewife. 

Second act—Sure$a and Girióa are two friends. Both are interested in women. 
Their talk always centres round the beauty of women. Giriéa has a sister 
named Indumati. Sure$a is interested in her while GiriSa is attracted towards 


. one Sampd, a beautiful widow from her very childhood. Both Sureáa and 


Giri$a know Murari and are also aware of his wife Rama's intimacy with 
Candractda. Sure$a thinks that Rama and Candractda are in love with 
each other and are befooling Murari. Girióa thinks that their intimacy 
might be like that of brother and sister. While they are engaged in discus- 
sions Indumati (sister of Giri$a) with her friend Maya (common friend of 
Rama and Indumati) comes there and informs that she has arranged a party 
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on her success in the examination. She also tells them that the guests are 
due to arrive shortly. Murāri is one of their guests.. He brings with him 
Gopala, the brother of widow Sampa. All the people present there criticize 
Gopala for marrying his young sister to an old millionaire who could not 
survive after marriage. They all tell him that he has done it only to lay his 
hands on the wealth of his dead brother-in-law. Gopála feels offended and 
argues in self-defence but to no avail. Their discussion comes to an end when 
the servant informs them about the meals. 

Third act—Surega and Indumati ate attracted towards each other. Both are 
skown strolling in a lonely place and talking on various subjects. Sometimes 
they talk about capitalism and socialism, sometimes they drift to Gandhism. 
Candractda (who had attended a party in the house of Gopala and Sampa) 
also happens to come there. Candracuda, Sure$a and Indumati talk about 
miscellaneous subjects. In the evening SureSa and Indumati go to one side 
while Candracüda goes to another. He meets Murari and they talk contem- 
ptuously about the intimacy between Sure$a and Indumati. 

Indumati is writing a novel and she considers Sure$a as the hero of her 

novel. In the midst of their conversation she opens her heart to Surega and’ 
tells him that she loyes him deeply. 
Fourth act —Sampa, Gopala's young widow sister, receives. Rama and Maya 
cordially when they pay her a visit. Sampa tells them frankly that Giriáa. 
often visits her and gives her costly beverage for drinking. Rama and Maya 
know the whole truth. They know that GiriSa is a bad Character. He has 
not spared even his sister Indumati and now he is up to ‘spoil this young 
innocent widow who has fallen a prey to his lust. Gopala has made Sampa 
a good instrument for improving his business. He himself gives liberty to 
GiriSa to visit Sampa off and on and GiriSa avails himself of this opportunity: 
Sampa has become pregnant through Girióa. Gop&la wants that she should 
be abortioned so that they can escape the censure of society. 

Indumati is also pregnant but she is against abortion. Gopala has now 
the best opportunity to avenge the insult he suffered at the hands of Sureéa 


who had told him th d : : 
EUER im that he (Gopala) had selfishly married his young sister to 


Fifth act — Sure$a and Indumati are mm. 

g under a tree aft 
Indumati loves Suresa but hates her brother Giri$a who has enn es 
They talk about Indian culture. Indumati firmly tells Surega that she end 
never take to abortion. Sureía pledges that he loves Indumati and he y 
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face the world whatever the consequences. He also condemns Giri$a who 
has spoiled so many young girls. After some time Murari comes there. After 
some discussion Murari tells Indumati that he does not approve of a woman 
being so independent. SureSa does not like this remark and retorts that 
Murari has given so much freedom to his wife Rama with the result that she 
has developed too much intimacy with Candracuda. Murāri is furious at 
this. He says that Rama is a chaste woman and none dare criticize her. He 
leaves them contemptuously. Indumati tells SureSa that he has done wrong 
by charging Rama as an unchaste woman but Sure$a is happy for his remarks, 
Sixth act — Muriri is a fickle person. He knows that Rama isa devoted 
wife still he is carried away by the comments of SureSa. He comes .home 
suspicious. Though Rama is sick he (Murari) pierces her with sharp words. 
She says that she has nobody in her mind except Murari but Murari does 

not believe her. He openly tells her that women are never faithful. Rama 
is shocked to hear this. She is never accustomed to such scandalous remarks. 
With choked voice she says that itis her fault that she cannot attend her 
husband as before. She is weak and sickly. She cannot look after her little 
daughter. Murari thinks that Rama is telling the truth but the words of 
Sure$a have gone deep into his mind and he cannot get rid of the feeling 
that Rama no longer loves him and that she is attracted towards Candracuda. 

Finally he leaves his house and hands over a letter to Rama which is 
addressed to Candractda. After some time Candractda comes there and 
seeing the pathetic condition of Rama consoles her. Ramà is much worried 
and she vomits blood. Candraclda brings medicine for her by selling his 
wrist watch. Maya also comes there to enquire about Rama's health. Rama 
wants to give the letter to Candracuda which Murari had handed over to 
her but she fears that its contents might pierce his (Candracuda's) heart. At 
last she tells Maya and Candracuda that Murari has gone for ever and he 
would never return. She also hands over the letter to Maya with the 
request that it may be passed on to Candracuda. Candractda faints when 
he reads the letter. Meanwhile Rama dies. When Candractida regains 
consciousness Maya tells him that Rama has passed away and has entrusted 
her little daughter totheir care. Candracuda laments the death of such a 
chaste woman. Maya tells him that Sure$a has succeeded in his vicious 
desire. 

Seventh act — Carldractda and Maya admit the ailing daughter of Rama to 
hospital They are disgusted to see the maltreatment of the patients by 
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nurses. Nurses themselves take away the food meant for the patients. They 
sell the medicines in the market. After some time Indumati is admitted to 
the same hospital and is allotted the bed next to Rama's daughter. 
Candractda and Maya are astonished to see Indumati so lean and thin. She 
tells that she and Sure$a were in prison because they were charged as 
socialists, Only she has been set free for delivery. Indumati is taken -to 
delivery room. Then comes the sad news that the child has passed away 
during the operation. Indumati also dies shortly afterwards. Candractida 
and Maya are shocked at the sad demise of such an intelligent woman. 
Candractda pledges to remain a bachelor and serve the suffering humanity 
but he knows that Maya loves him. They ask for the body of Indumati but 
the authorities refuse to do so. Meanwhile Murari comes in ragged clothes 
and falls at Candracuda's feet. He tells him that it was all his (Muràri's) 
fault that he condemned his chaste wife Rama and thus became the cause 
of her death. He also thinks himself guilty of making Indumati's and Sure&a's 
life so miserable. However he requests Candracuda that he should marry 
Maya. Candractda consents and with this event the drama comes to an end. 
CHARACTERIZATION | Te 


.. Candracuda, Murari, Sure$a and GiriSa are the principal male characters 


while Rama, Maya, Indumati and Sampa are the main female characters in . 


the play. | : 
Candracnda — He is a social worker. He takes pleasure in serving others 
but the people do not understand him. He is misunderstood even by his 
intimate friend Murari. His whole life is dedicated to the welfare of others. 
Rama, the wife of Murari, has reat respect for him. When she falls ill it 
is Candractda who helps her. He is a wideawake man, He Shows keen 
interest in world affairs. He is a strict follower of Gandhiji. 

aS: (vredap)-urearfemarteanfa IY aaasta vfus arearcusitaa- 
aie aadtafreaarca agint meg: 12 

"Candracüda (with joy) — 
of moral upliftment (we) should 
an ordinary life." 


WAYS: — ganga tary 1 aaraa qu TARAY | uer qeran fir 
TUEN: gra a qedheafafy | WU askoa armi- 


Mahatma Gandhi said that for the purpose 
£ive up easy ways of living and try to live 


I. Third act, pp. 92.93, | 
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p | aem awka fag sehr rg wee dfefeafw 12 
dme EOM PE SET xe. from service. I have realized in 
religious MEUM think It 1s true that doing good to others leads to 
ob ae pee trouble leads tosin. 'The ideal beckons tome — 
: y to run towards my aim day and night but circum- 

stances dishearten me." | 

: He is ready to help each and everybody. When Rami is ill he looks 
after her. When she dies he takes care of her daughter. He takes her to 
hospital for treatment. When he sees that Indumati has died and there is 
none to perform her obsequies he covers her body with his own’ shawl and 
performs the last rites himself. In every respect he isan ideal man; the 
present society is responsible for destroying his future career. | 
Murari — He is afickle person. Though he talks high philosophy he .is 
actually an ordinary man given to hatred and jealousies. He knows only too 
well that his wife is a chaste and pure woman but when Sureóa tells him . 
that she has illegitimate relations with Candractda he at once believes. This 
is the weakest point of his character. He cannot control himself. He pierces 
the heart of Ramü with sharp words. He is burning with jealousy against 
S uresa and Indumati and harms them both. 
Girifa and Suresa — They are good friends. Their main interest is to talk. 
about woman and her beauty. Woman isthe centre of attraction for them. 
Giris : spoils his own sister Indumati and has developed intimacy with 
Sampà while Sure$a is attracted towards Indumati. Both think that there can 
be no relation between man and woman exceptthe sexual. They condemn 
Candracuda and Rama for their intimacy. GiriSa has illegitimate intimacy — 
with Sampa. He satisfies himself as well as takes money from her. 
When she becomes pregnant he gets a medicine for her abortion. Heis a 
characterless man who never cares for: anything else except sexual 
enjoyment. Sure$a, though belonging to the same category, is a faithful 
lover. He loves Indumati and promises to marry her. Unfortunately she 
dies in the prime of her youth with the new born baby. 
Rama — She is an ideal of Indian womanhood. She is a devoted wife who 


' takes care of the ailing friend of her husband. But unfortunately this 


incident ruins her life. The intimacy which she develops during the ailment 
of Candractida brings disaster to her. The jealous friends of fickleminded 


1. Third act, p. 96. 


bi 
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Murari poison his mind and he blames his innocent wife for nothing. . She 
knows that Candracüda isa good man who has helped her alot but she 
cannot make her husband understand the real situation. The misunder- 
standing between the husband and the wife is responsible for all her miseries 
and ultimately for her ruin and death. 

Maya — A fast friend of Rama, she respects Candractida for his selfless 


- service to humanity. She is a student and proposes to do M.A. Being the 


daughter of a doctor she is interested in medicine. When Rama dies only 
Maya and Candractida are by her side and she assures Rama that she would 
take care of her baby. She tells Candractida that she loves him and would 
like to be his wife and serve the suffering humanity. Her desire is fulfilled 
when Murari requests Candracuda to marry her. 
Indumati — A modern girl of independent nature, she does. everything 
openly. If she loves SureSa she does not want to conceal it. Ifshe becomes 
pregnant before marriage she is not hesitant to become mother. The only 
tragedy of her life is that she is a misfit in Indian society. The people like 
Murari openly criticize her. Her socialistic ideas are not liked by the 
Government and both she and Sure$a are put behind the prison bars. She is 
released for delivery. But death releases her from all the cares and the 
worries of her life. ET 
Sampa — She is an innocent girl who suffers due to her brother's utmost 
selfishness. She is married to an old millionaire who dies when she is only 
a child. She is a widow from childhood. When she comes of age she comes 
under the influence of Giri$a, a bad character, who makes her drink and 
deprives her of chastity as well as money. 
CRITICAL APPRECIATION 

One of the bigger plays Parindmah occupies an important place among 
the dramas of the twentieth century. Opinions differ on its true evaluation. 
Some have pronounced it a classic while others are content by pronouncing 


itas just a good play. The play marks a departure from the ordinary plays 


with a steriotyped theme and technique. It has no Prakrit, no Bharatavakya, 
no Viskambhaka, no VidUsaka, no songs, not even verses except those which 
are reproduced here and there from earlier works from the Sruti onwards. 
The playwright gives us prose, endless prose, dialogues which have no 


__ sparkle in them, high philosophy of Aristotle, Kant, Hegel, Emerson and 
~ others which fail to interest the reader. : 


-pertains to the fact that it has little dra 


The worst criticism against the play 
matic element in it, the story is too 
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involved to be clear and intelligible in the first reading, the prose is too 
highflown and flowery at times to be suitable for a play. Appropriately it 
may be called a dramatic novel rather than a drama. 

The author has a good command over the expression but it is sad to 
find that at times it fails him rather badly. He allows some definitely wrong and 
grammatically indefensible formations. Among these mention may be made 
of bhramsyati! which should be bhramsisyate, V bhrams being palatal-ending 
and atmanepadi; vifvasümal? which may be a misprint for vitvasimal; 
batipayal? which should be katipaye; eso varivarti! which should be esa 
varivarti; vigramante® which should be visrdmyanti; samalocatu® which should 
be samalocayatu ( V loc being of the Tenth Conjugation); pratipadito visayas 
tu vilobaye"; which should be vratipaditam visayam tu vilokaye; kitanunn api 
which should be bitZuün api, namut being not possible due to Panini enjoin- 
ing it to a preceding short vowel : amo hrasvadaci namun nityam, (8. 3. 32); 
kami sanlaksaye tam dhūrtam? which should be haminam sanlaksase tam 
dhürtam; vikrinami! which should be vikrine, the ütmanepada being enjoined 
to y bri with vi by Pau. par:y yavebhyah kriyah (1. 3. 18); sampitva™ which 
should be sampiya, vide., Pan. samüsenaiipurve ktvo lyap (7, 1. 37); sanjayata 
atrüpi!? which should be savijayatetrapi; dva eva? (a very bad mistake of 
sandhi) which should be dve eva, the prabrtibhava being enjoined to e in the 
dual by Pan. idudeddvivacanam pragrhyam (1.1.11); glapayati™ which 
should be glapayati by Pan. mitam hrasvah (6.4.92); tusnim dsye? which 
should be tusnim ase; siddhdntavanti siddhanta api teë which should be 


Second act, p. 53. 
Second act, p. 60. 
Second act, p. 61. 
Second act, p. 62. 
Third act, p. 8l. 
Third act, p. 8l. 
Ibid. 

Third act, p. 97. 
Fourth act, p. 103. 
10. Fourth act, p. 116. 
ll. Fourth act, p. 119. 
12 Fourth act, p. 121. 
13. Fourth act, p. 122. 
l4, Second act, p. 45. 
15. Sixth act, p. 170. 
16. Sixth act, p. 189. 
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siddhantavantah siddhanta api te; Vaidyasastram adhuna kena ca adhyeyal? 
which should be Vaidyasastram adhuna kena ca adhyeyam; Sureso’ prarthayat? 
which should be Suretah prarthayata. (a big blunder not expected of this 
writer); mrtyusayyayam adhisete which should be mrtyusayyam adhisete, 
adhisi becoming karma by Pan. adhisinsthasam karma (1. 4. 46); kim avidhü vi * 
which should be kim vyadhayi; senasu prati? which should be senah prati (prati 
being karmapraavcaniya); vil anghathah’ which should be vilanghadhve, 

V langh being atmanepadi: glayayasi' which should be glapayasi; vyatiryati?. 
which should be visiryate. 

In gender too the poet shows confusion. The play abounds in errors 
of lingavyatydsa. The word lebha which is masculine is used by the writer 
in the neuter : sarvani mama lekhani dagdhva*; dvandva which is neuter is 
used by him in the masculine : siddhantayor eva dvandvah pracalati!o: sama ja 
which is masculine is used by him in the neuter; samdjam unnatimarge 
niyate!!; añjali which is masculine is used by him in the feminine : rdstritáyai 
datta kim iti jalanjalih’ and pratibsüyai na maya datta jalanjal ih®: siddhanta 
which is masculine is used by him as neuter : idam eva siddhantam*; kosa 
which is masculine is used by him in neuter : mulakosam eva lavanyasyal- 
nirmüna which is neuter is used by himin the masculine: nirmanas ty- 
avasyambhávi?6, : 

Occasionally the writer omits the causal suffix where it is necessary : 
samajasya bandhanam trutitva svacchandam vihartum api naiva Saknoti varabi 

1. Seventh act, p. 199, 
- Seventh act, p. 203. 
Seventh act, p, 223. 
Fifth act. p. 157, 
Fifth act, p. 159, 
- Fifth act, p. 163. 
- Fifth act, p. 171. 
- Sixth act. p. 138, 
Third act, p. 78. 
` 10. Fifth act, p. 136. 
ll. First act, p. 2]. 
12. Fifth act, pp. 159-60. 
13. Seventh act, p. 216. 
14. Third act, p. 99, 
15. Third act, P. 82. 
16. Third act, p. 94. 
17, Third act, p. 85, 
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where trutitvd should have been trotayitva: tutrutisami bandhanasrnkhalam 
samüjasya! where tutrutisa@mi should have been tutrofayisami: dusyati 
hetvabhaso’numadnam® where dusyati, should have been dusayati; mrsyante 


---tadysim dulbhavahnibanibám? where mrsyante should have been marşa- 
yanti. 


An odd instance of the wrong use of the -passive too is found in the’ 


work; e. g. na jAüyase^ should have been na jüánise; bah kasttrikamodam 
fapathena nivaryeta,® nivaryeta should have been nivárayet. 

The playwright not unoften resorts to superfluity of expression which 
detracts from the good quality of the work. A few illustrations would make 
the point clear. The author says : tava pritir unnayati mam upari®. The 
same superfluity is found in ta@dr$o vicüro' nunnayaty upari'. Here upari is 
evidently superfluous. Unnayana itself is uparinayana. Then why use upari 
along with it? In pratijüne pratijiam' simply pratijane would do. This is 
a case of a verb with a cognate object. In kalāyā udbhavas tudagat purvaditi? 
the use of udagdat with udbhava is not proper. For, what difference is there in 
udaya and udbhava. The author could better have said kalāyā udbhavo jatah. 
In janam api hrytvà jihirsanti, hrtva! seems to be unnecessary. If the people 
have already been taken away (hrtv@) what then have they been left with to 
like to carry away ? A very beautiful case of tautology is furnished by the 
author's use of the expression pascat puscatt@pam nirvifatali!, Occasionally 
the wrong use of the preposition too is met with in this work. /d#a with 
ava means to ignore; to treat contemptuously. Ava must modify the sense 
of j#@ which is ‘to know’. But the author seems to be oblivious of this fact. 
That is why he uses avajiid in the sense of knowing only : avajanasi cet vada 
sakhi kretum kutra prapyate?. 


Fifth act, p. 143. 
Fifth act, p. 151. 
Fifth act, p. 161. 
Fifth acr, p. 160. 
Third act, p.76. - 
Third act, p. 89. 
Second act, p. 60 
Third act, p. 92. 
Fifth act, p. 134. 
10. Fifth act, p. 137. ; 
11. Fourth act, p. 112. 
19. Fourth act, p. 11]. 
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A peculiarity of the language of the work which strikes the eyes of the 
reader as he goes along is the new coinages. The author has either introdu- 
ced into his works, though rarely, the vernacular words like hbator?" ciya? 
(hot tea) or given us Sanskrit equivalents of them which are his own 
coinages. As examples we may mention kdfcakupika® for bottle or phial, 
nivivada' for capitalism, purusottama® for superman, sosyanti® for delivery. 

` Connected with-this is the influence onthe language of the writer of 
the Hindi or the vernacular idiom. To a certain extent this was inevitable, for 
the author was dealing with some of the modern concepts like capitalism, 
Marxism, Gandhism and the philosophies of Bergson, Russel and Emerson 
etc. The language therefore becomes fitful and has no uniformity in it. At 
places it is highflown having a classical ring about it but at others itis 
ultramodern witha Hindi tinge about it; in one or two places it borders on 
vulgarity too, as for example: 


TAT THAT FRAT FAT GAT T| 
Reproduced below are some of the expressions where the Hindi or.verna- 
cular influence seems to be quite prominent : 


(s) carte tart water angaa sae i 


There -is clear influence of Hindi idiom here. In Hindi we would 
have said: 
se Sear PTT ee eater WT Serf ant qw & oar ST RT a | 


_ (wr) saaan eaifar i? 

() Set realament 110 

(sr) urferisfemq dafna ofa qer  wareafrsrorafreartar qiqi- 
afana ay tele 2 z 


l. First act, p. 3. 

2 Fourth act, p. 126. 

3. Fourth act, p. 111. 

4. Fifth act, p. 138. 

9. Fifth act, p. 136. 

6. Seventh act, p. 226. 

7, Seventh act, p, 223. 

8. First act, p. 2]. 

9. Second act, p. 36. 
10. Second act, p. 38, 
ll. Third act, p. 78-79, 
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(s) + wf sna il 
(a) erzfar wai nat a anfa 1 
(a) agfa: awra at qarcarfaat & aaa... 3 
It may in passing be remarked here that the author has not been found 
lacking in his conscious efforts to impart a classical touch to his work 
and the modernisms that have crept into his work, cannot alter this basic 


fact. As a matter of fact the author has constantly tried to approximate to 
the old classical style and the demands of the modern age to break away 
from it. That is why we meet with in his work the kind of Hindisms noted 
above and the fondness for recondite secondary formations such- as wiat, 
TA, uefefas, fagan, sibus, ea, arfeado. egri ael, frais, 
Fsrafera fers, qitzfrafa, eniro, attatars, Sellar, fafana, afea, 
artan agrifa, sataa, Afaa fifa, wadage, TA, 
ataa, fafafa, adfa, aitaa, agita 

or occasional use of such rather unfamiliar words as 

gelap, aade, wea, TEs, agara 


1. Third act, p. 9L. 9. Fifth act. p. 131. 
3. Seventh act, p. 212. 4. First act, p. 3. 
5. First act, p. 9. 6. First act, p. 14. 
7. First act, p. 18. 8. First act, p. l9. 
9. First act. p. 2l. 10. Second act, p. 28. 
11. Second act, p. 47 12. Second act p.52. 
13. Second act, p. 58. 14. Second act, p. 57. 
l5 Fifthact, p. 154 16. Fourth act, p. 124. 
17. Third act, p. 74 18. Third act, p. 74. 
19. Third act, p- 77. 20. Third act, p. 95. 
21. Third act, p. 9J. 22. Third act, p. 102. 
23. Fifth act, p. 134. 24. Fifth act, P. 137. 
95, Fifth act, p. 149. 26. Fifth act, p. 153. 
27. Fifth. act, p. 154. 28. Fifth act, p. 170. 


29. Seventh act, p. 204. 
30. Seventh act, p. 210. 
31. Seventh act, p. 219. 
32. Second act, p. 43. 
31, Second act, p. 47. 
24. Fourth act, p. 103. 
35. Fourth,act, p- 106. 
.36. Fifth act, P- 157. 
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To this very desire of his to impart a classical touch to his work is due 


the tendency in him to model his prose on that of the: Kadambari. The work 
has a number of such passages where the reader is treated to a style which 
he would have scarcely expected in a composition like this which goes by 
the name of a drama. There are no long compounds here, only short 


Sentences, coming in quick succession with a chain of verbs similar in form 


imparting symmetry and raciness to the composition and helping bring out 
the emotions vividly and graphically. It is these paragraphs in a drama 
which no doubt lend a charm and colour to it. A few of them are reprodu- 
ced below by way of illustration of what has been said above : 


(=) 


(a) 
(7) 
(3) 
(=) 


At places the author's language is characteriz 


fn wur Cem mga eft 1 sep safa: ara: ef Ug. 
afta geremdurmqdr WÈ sitaaa, anro genita, 
Gale eft suaian: smi fr Aana, wafer sfr GESUG TEGE: | 
Wear alee, aa arag, sreqafa SIT, saafi H9, faaqafs 
enfia: adafa ad gRr | | 
WT, anfa afanan: | feg cafe qferfer warmer, zaafa 
TRA, Fats wa, sue Tq Traa js 

m afta, gant wa ari, diania wm, fry ga, query 
ger, Yate amana i4 | 

TY ae, azar aaraa qfewfr Acar, aafia gage qnnm, 
magana fasia arta, faqaaa fearan: agaf sfai wea, 
aerate daaag, safa saat sate, Testa TIS we, Aafa 
farin qu, orafa Nat "he, adafa erfat (6 


ed by alliteration too, 


some of the delightful examples of which are given below : 


NAT SO o — 


(F) 
(a) 


a Ra k k Ea toa G E 19 
TT gag gefa Afar i! 


First act, p. 17. 

. Second act, p; 31. 
* Third act, p. 82. 
Ibid. 
Seventh act, p. 217-218. 
Second act, p. 52. 
Second act, p. 54. 
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(a) faafia safai rrr stadt 1 

(a) af d fafgd fae qui wu 

(s) afaa ga wamerereett aaaf anfa a 

(a) areata afar ait att WR d 

(a) aad: aaa? fre fare vod aefe 15 

(sr) agaga fara: aAa: i? 

(m) wd feast wera 17 

(St) weite qe. eife sitfgenfaar faargrearet aag 
tfaa sif 1°. 


The author frequently punctuates his work with a number of pithy 
sayings. His language is highly idiomatic at places : 
(5) maaar fe wacaan faz: 19 
(a) aaa fg ura: * 





i (v) an afs afgor Ut 

4 (a) sereni fg avaan: i 

| (s) sufren Us A: 

| (a) wssqwsbr dicum wears d: 

| (a) akienà yagana saag iS 

i (s) were fg ceria: swaai sorum: U^ 


I (m) gimat Qaem WTHT gers: 7 
I l. Third act, p. 70. 
2. Third act, p. 74. 
: 3. Fourth act, p. 1 l4. 
ji 4, Fourth act, p. 125. 
; 5. Sixth act, p. 185. 
6 Seventh act, p. 185. 
7. Seventh act, p. 200. 
8. Seventh act, p. 231. ` 
9. First act, p. 5. 
10. First act, p- 7- 
il. Third act, p. 36. 
12. Third act, p. 89. . | 2 
13. Second act, p: 54. 
l4. Fifth act, p. 145. pe 
15. Fifth act, p. 159. : 
lG. Fifth act, p. l6l. 
17, Seventh act, p. 195. 
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(sr) naama gb veau d ARM 
The author is also given to the habit of repeating his words. The 
sentence upary upary eva plavase® has been repeated by him at least thrice 
in his work. The same is the case with the stage-direction barunabahalena 
svarena roditi? There are a number of instances in the Work where the 
same idea has been expressed by the writer in slishtly different words. 
There the superiority of the love of one's kith and kin or any other thing is 
expressed by the writer in different ways in his work: 
(a) mangit araara: qiraet f 
(a) aa: pfa: ag Agaa aeaa: 15 
GT) aig ag draama: Az: iÀ | 
(3) wh wea: BSAA: GRAT FATTAT: |" 
Similarly the idea of 
frana f raremri afafa foararttfr sraa aafia 


is found expressed in somewhat different words in 


1. Seventh act, 230. 

2. First act, p. 13, Second act, p. 50, 
3. Seventh act, p. 231, 

4. First act, p. 4, 

9: First act, p 6, 

6. Firgt act, p. 23. — : 
7. Sixth acr, P. 179, 
8. Foucth act, p. 106. 
9. Sixth act, p. 194. 
l0. Seventh act, p. 230. 
ll. Seventh act, p. [95, 


Fifth act, p. 157. 
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or have been interwoven into the text with the least changes and modificati- - 
ons in them to form part of the text. It is these latter—they are quotations, 
though not stated specifically—which have imparted a peculiar touch to the 
present work. The reader is struck with their enormity and variety. The 
occurrence of a few expressions from older worksis not an uncommon 
phenomenon in modern writings. Their occurrence in them is explained 
away on the basis of the influence exercised by the celebrated writers and 
their works on the minds of the present day writers who in spite of themselves 
would come out with the expressions which are present in their subconscious 
mind. But here we are not dealing with a few odd instances. We are face 
to face with the largest single block of lines and expressions used in this 
work. All this seems intentional and deliberate. While on the one hand - 
they show the author's mastery over the ancient lore, on the other, they 
open the writer to the charge of plagiarism, It may not be possible here 
to give a complete and exhaustive list of such expressions. Still the 
following few will do by way of illustration of what we have said above: 
(s) Was: ery aTa: d 


(xr) adaf fram ga megfenrata: 1? 

(s) fagatarafatters + Nafa gau v 

(a) mfa giera Tg i 

(s) aaa afacerarar arf wafer wu D 

(a) faa, q adgeg aa: when 1° 

(s) saas frencat fre daai farted waft oU 

(s) fra agag Raami I : 
(ss) faard ag WxHTHISTICHTST CET: SARTE I 

(sr) amfa WR 10 : 


First act, p. l0. 
First act, pp: 17-18. 
Seccnd act, p. 28. 
- Second act, p. 30. 
Second act, p, 32. 
. Second act, p. 34. 
. Second act, p.35. : 
Second act, p. 37. 
Second act, p. 59° 
Second act, p- 59. 
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(z) 
(s) 
(s) 


(s) 
(vr) 
(a) 
(a) 
(3) 
(=) 
(3) 


(9 


(=) 
(a) 
(a) | 
(=) 
(a) 
(x) 
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ara: fine gea: Went eren: fafecatfadeaest U 
q ister agfa Ural suite WETRDT D 


feat agaaga sería pedX wg | aaga) snum SED 


ade i 

m: Herel spp faa 1 

s ums iaf Hale, saat ea faar Qu 1° 
q madaraanan i 

fayag agamana arte l 
faadafatifaare, angat aT: eg 1° 
aafaa gaa Ata Asfa d wafer D 


qaa: fear: Paeng at TẸ, ggrfaa manta atai uui 


wet car Baath FeaT d 

fro firme farttar afadtafe 1 

quae afisa Gat fer 132 

qu qu easy «mt | 

aar aarerafaar spp TANT Wu 4 : 
aaa frat akasa ferr: anaf ofa, wat ver atar (25 


qe: Turnen ear 178 
qea cai yout afer A erat |". 


Second act, p. 6l. 


. Second act, p. 68. ` 


Third act, p. 69. ` 
Third act, p. 76. 


Third act, p. 83. 


Third act, p. 87. 
Third act, P. 91. 
Third act, P. 96. 
Third act, p. 98. 
Fourth act, p. 114. 


. Fourth act, p. 128. 
- Fifth act, p. 130. 


Fifth act, p. 141. 
Fifth act, p. 133, 
Sixth act, p. 168. 
Sixth act, p. 169. 
7. Sixth act, p. 175. 
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(s) ga ata qafa ! 

(a)  catfaarcrenaa seetarit amama I 

(sr) mà t «d WTHO TAT ga HIATT AT fafan sri eet ureurHtest: 
aaa: Sum t 

Now coming to the dramatic element we find many deficiencies. For 
one thing it has no suspense. The story just moves on drably, there are no 
sharp turns and twists in it. There are certain incongruities inittoo. The 
appearance of Murari at the end is too sudden and without any justification. 
Again it is not possible to understand as to how and why Murari thinks 
himself responsible for Indumatis death. Again itis not clear as to what 
dramatic justification there was in showing Indumati's death. 

The play lacks humour. The author has made it too serious, too 
deep and too philosophical to depict che lighter side of life. The play isa 
tragedy. It depicts the double tragedy of Ramà and Indumati. The 
prominent sentiment in it is that of pathos (Karuna). The helplessness of 
the poor, their pitiable condition due to grinding poverty, the demoralization 


of society on account of it is what has been described by the author witha - 


vividness and picturesqueness that cannot fail to impress the audience. The 
play is unique and occupies a distinct place among Sanskrit dramas of this 
century. 


1. Sixth act, P. 183. 
2, Sixth act, P. 184. 
3. Sixth act, P. 189. 
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Parivartanam 
INTRODUCTORY 


The play Parivartanam is written by Kapila Deva Dvivedi. It has five 
acts and 34 pages. It is published from Lucknow. 

The play deals with a burning problem of the day, the problem of 
dowry, which is eating into the vitals of the Hindu society. Shri K. A. 
Subramania Iyer, former Head, Department of Sanskrit, Lucknow University 
while writing the Preface! to the play points out that its plot has not been 
taken from earlier history, it is the author's own creation. This play faith- 
fully reflects the changes that have come about in Indian society on account 
of its contact with its Western counterpart.” Its very title Parivartanam 
meaning ‘change’ is suggestive enough and is perfectly justified by the theme. 
Among the social plays written in the present century the present play, 


though small, occupies a prominent place. 
PLOT 


First act—Sankara, a very generous, simple and religiousminded man has a 
daughter named Snehalata. He has brought her up according to Indian 
traditions. She has become of age and he is now worried about her marriage. 
He sends one of his friends Madhavya to his other friend who is putting up 
in a nearby village and has an educated son. Madhavya goes there to enquire 
as to whether he is willing to.marry his son Sambhudatta to Snehalata but he 
says that Sambhudatta should himself decide about his marriage. Sambhu- 
datta agrees to marry only on the condition that the father of the girl should 
give him ten thousand rupees for purchasing a car. Madhavya is surprised 
because he knows that his friend Sankara does not have this much of money 
to give but when he sees that both the father and the son are adamant, he 
gives his consent and goes to inform Sankara, about the whole incident, 

Second act—Sankara is eagerly waiting for Madhavya. But when Madhavya 
informs him about the demand he feels sad. He has not enough money to 


- - buy a car. Stillhe is aware that his daughter's marriage is impossible 


without money. He has a talk with a landlord for the sale of his house to 


1, Upodghatah, p. nil. 
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arrange for the réquired money. He wants to sell the house but likes to keep 
the well and the steps (of the well) for his wife because in the summer some 
shopkeepers sit there and pay rent for it. The landlord agrees and the deal 
comes off. Sankara tells the landlord that he would vacate the house after 
his daughter's marriage. He also hands over a letter to Madhavya signifying 
his consent to the marriage, for posting it to the boy's parents: Madhavya 
drops it in the letter box. 

` Third act — On the appointed day the marriage party comes. The bride- 
groom is a westernized young man. He has passed the P.C.S: examination. 
He has no Sikha@ or yajitopavita. He cannot pronounce the Sanskrit mantras 
correctly; nor does he know their meanings. The Purohita is very much 
disappointed when he hears from the mouth of a Brahmana.such mispronun- 
ciation of Sanskrit mantras. 


Fourth act — After the marriage Sankara becomes penniless. On the other. 


hand the landlord who had purchased his house comes and asks him to 
vacate it. Sankara leaves his wife Santa there and himself accompanies 
Madhavya to Bombay. After reaching there they announce themselves as 
renowned astrologers. They tell some people of their future and by chance 
are able to convince them of their knowledge of astrology. A wealthy man 
named Kalyanadàsa comes to know of their ‘extraordinary powers’. He takes 
them to his house where his son Nirmaladasa is on death bed. He requests 
them to cure his son. Both Sankara and Madhavya tell him that they would 
recite the Mrtyuijaya-mantra for three months. Kalyanadasa makes all 
. necessary arrangements for it. After three months Nirmaladasa regains his 
health and Kalyanadasa gives them ten thousand rupees as daksing. Both 
Sankara and Madhavya return to their native place. 

Fifth act — The first thing Sankara asks after returning to his own place is 
about his wife Santa. He is shocked to know thathis wife was turned out 
by the landlord saying that she has no right to get the rent ofthe steps of 
the well. The landlord has usurped the whole building. He is also informed 
that his wife is working as a maidservant and washing the utensils of wealthy 
people. Sankara goes to the landlord but he abuses him and turns him 
out of his house. While doing this the landlord hits himself against some- 
thing and is injured. Hefiles a suit against Sankara saying that he has 
attacked him and injured him. The judgment of the Magistrate goes against 
Sankara. As he is going to announce the punishment a voice from the sky 
announces that justice is wanted in this case. The voice also informs that 
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it is the wish of Mahatma Gandhi that all cases hereafter should be referred 
to Panchayats. In responding to this call the Magistrate hands over the 
case to the Panchayat. The Panchayat proceeds to investigate the case 
thoroughly and the Panchas are convinced that the fault lies with the 
landlord and he should be punished but Sankaradatta forgives him. The 
landlord is happy at this and returns the house to Sankaradatta. Allare 
glad at this happy consummation. 
CHARACTERIZATION 
The present play being a social one it is natural that some of the charac- 
ters init may represent a typical social evil while others may represent 
the innocent simple-minded persons, the victims to that evil. They are 
more types than individuals. Thus Yajiiadatta and Sambhudatta represent 
the evil of the dowry system, the latter also of the Westernization. Similarly 
the Sresthin represents the fraud and chicanery rampant in Indian society», 
Sankaradatta, his wife and daughter represent innocence and goodness and 
fall victims to the social evils as detailed above. `- . 
Sambhudatta — He represents the social group which follows Western 
culture blindly. Here and there the writer has given us a good satire on 
the present system of education and the people who have cast off the sacred 
thread and have got the tuft of hair removed. When Madhavya who has 
come to see the bridegroom enquires from him about his education, his 
father Yajňadatta says: xs : ‘ 
qaaa: — NAT MRT ATTAT ARTA TTT kr, seoa Fo Ayo uso qA- 
aTAay | 7 
aea: — safada: ata MI Tela p Td. ATER Aa, Tes 
wa we uq frarqaleeet wit: 1 uq fuia: sagan aq, 
cara: eax fiat 1 amierfrgerer Aa us | Wt Wer, PAN- 
qd: wemgm die Mo uso xri wunfaqag wight aa 
TES qfod: 1 | 
"'Yajiíadatta - He has taken the final | ch. 
qualified himself for the P.C.S. as in, Raub. He has alio 
Madhavya — Has obtained the degree - it means has invited trouble 


and that is worse than the mental agony and the physical disease. It is the 


“result of this that the tuft of hair and the sacred thread have disappeared 
b mE. 
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Whatever was done by the foreigners by force is being done by the 
Aryans themselves. Thisislike the very uprooting of the tree of the 
Aryan race. O Yajiiadatta, whatis this new Pratyahara - P.C.S. - Panini 
has not mentioned it in the (Pratyahara) sutras beginning with an." 
CRITICAL APPRECIATION 

Social problems — The bridegroom and his parents insist on havin money 
though it may reduce the girl's parents to abject poverty. This evil is 
eating into the vitals of Indian society. 

The marriage of Snehalata is fixed, but on what condition ? Madhavya s 
statement discloses this fact : 

mem: — faargeg cated: | frg WSuT aaga afam aua UTE- 
Ure TAT LATA 1 UT us afaa faa: AAT Tat: | RAAT 
faaral a eal pp SIT eNA: qd Wd" azada faatzaraeat 
Agafa | araroa si TT: d? 

"I approve of this marriage but you will have to give rupees ten 
thousand to enable the bridegroom to purchase a car. This is my final 
decision. Without money the marriage is not possible. Nor is it possible 
that it my take place elsewhere. All the people everywhere accept marriage 
proposals on (the condition of) money only. This is a common disease 

ople.” 
Sp o hand the parents of the son are eager to squeeze the money 
from the parents of the girl while on the other the parents of the girl are 
worried about their bare existence after their daughter's marriage. 

The would-be bridegroom demands rupees ten thousand x 
purchasing a car. If Sankaradatta is to matry his daughter he ese 
so without selling his house for how can he have rupees teni t iam 
If he does not sell the house his daughter would remain Eris : id 
therefore, is in a very difficult situation. There is trouble xis um 
TE att: — (amat) Ti zarfa aar aa acfa, mamat: faang T HUA aa 

qas aAa. Klar He amm <q: l? | 
“éankara (to himself) — If I give the house where will I live? If I do 
not marry the daughter, I will be a sinner. So it is like a rope with a noose 


|. Second act, PP» 10-11. 
2. Second act, P. 11. 
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at both ends (out of frying pan into the fire).” | 
The play is a satire on the twin evil of the dowry system and the wind 
of Westernization sweeping over the younger generation. It has a good deal 
of humour the best contribution to which is that of Madhavya, the common 
friend of Sankara and Yajnadatta. He is a traditionalist, given to old ways 
of thought. His simple and innocent remarks in the context of the modern 
things cannot but excite hearty laughter. Thus when Sambhudatta's father 
Yajiiadatta explains to him the meaning of P.C.S. as Prantiya-nagarika-seva 
Provincial Civil Service, he immediately comes out: | 
Tare TAMA a vale, fana qui edicere  WTWSSITSDY waT- 


afcara at afafa 1 


“To serve is not the job of the Brahmanas. Will he clean their house or 
wash thir utensils or cook their food?” . | 
Earlier when he and Yajnadatta have had their meals Yajiiadatta suggests 
astrollinthe garden and quotes as an authority a part of the old verse : 
stared MAA | 
Madhavya quotes the other: 
ate Wear W ATI 


ees Yajiiadatta and Madhavya utter the third and the fourth parts respect- 
ively : 
qami Aad AN: ate wear 7 waa d 

Yajriadatta then says : 

sagead afg waat Tara: 
"this is Premapura, not your home village." To this Madhavya gives a very 
clever reply * 

SQ afa TETTE 7 eater [up frafaui gt car |2 
“If no beloved were to be found in Premapura (lovers’ city) will she then be 
found in the enemy's city ?" 

The author's fine sense of humour is once again displayed when Yajiia- 

datta's marriage is on, His mispronunciation of the Vedic mantras 

wa ad ot gar free, wa eagai d weg 
as 

aa ate A gaa Perf | aa Pagid a wag l? 

|. First act, P. 7. 


2. First act, pp. 5-6, 
3. Third act, p. 15. . 
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is quite amusing. But much more amusing is the expression at the instance 
of the priest who is frightened at his mispronunciation to moot the idea of 
. the translation of the above mantra being repeated in Hindi: | 
8 faa aaa g fe gen urefeurep o garfan Xp urafeu s atx fee 
few & gafas gare wt gt n | 

The author feels sad atthe fast diseppearance of the old cultural 
values and the Westernism sweeping over the country. The four verses 
appearing in the fourth act and beginning with 

TAT ATLA RTSSIEITSIR CT 
Tat afaa fear IPTA ? 

are a cry of his anguished heart. Rightly does he say: 

gr ger faagata fa: gutsy wu Sui HT | 
saaa CT ALAA SD: qf: 18 

“Alas! the British diplomats have won. This charming tank has dried 
up. The Britishers left India only when it was almost in ruins." 

There can be no more faithful description of the cultural conquest by the 
West. Though their political domination is over, they still rule us culturally. 
Their victory is total and complete. The nation has been bled white : 

«wid WIS WA da WWWq AT: | 
afegia sat: wa aeaf: i 
q aed To do aa afer | 
HAST ATAITAT ATA AH ALT: UÅ 
“There is no dhoti, no upper garment (uttariya), no strong body. All 
/ the people wrapped in cloth have no strength in them. There is no milk, 
no shee, no sweetened curd. People take lukewarm tea in breakfast." 

The author feels sore about the people giving up the old forms of 
greetings and taking to new ones like handshake etc. His use of the word 
pünigrahana for this (handshake) apart from introducing a touch of humour 
brings out the utter absurdity of the practice : 

a WUITT a maa A AT aa | 
wa Tas Haber Tas TAS TAT dU? 


|. Third act, P. l6. E 
2. Fourth act, P. 19. SES 
3. Fourth act, P. 20. e oe 
4. Fourth act, P. 2l. 


5. Fourth act, P» 2l. 
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Towards the end of the play the author has a dig at astrology. too. 
Both Sankara and Madhavya who have absolutely no knowledge of 
astrology succeed in establishing themselves as experts in the science. They 
employ the familiar trick and answet sutotpatti! which is capable of being 
split up into sutatutpatti or sutà-* utpatti when the question is put to them 
by the people with regard to the sex of the offspring they are expecting. 

The author quotes profusely from old texts, from the Mahābhārata, 
Manusmrti, Vajnavalkyasmrti, Viduraniti etc., and also the Paiicatantra, 
HitopedeSa and so’ on though he not: infrequently mentions the source. 
Sometimes he adopts the variants of the old texts. Thus he says: 

mena aad wur (xfe WEA sare )* 
The better reading of it found in the Paficatantra is: 

Miata Ada TAT, | 
which like the one quoted above does not violate the integrity of the metre. 

The language is generally free from any serious mistake. An odd form 

here and there does require some modification. Thus bintund?, the instru- 
mental singular from the indeclinable kintu, jars on the ears.’ Similarly does 
the use of māna in the neuter in manan capi hatam.‘ 

The author has introduced here and there a few new words too where- 
in the influence of Hindi is clearly marked : -manonīta’, abhibhavaka 
pancayatana’ (for Hindi Panchayat), sdrthi® (for Hindi sathi). Tvarasakata® 
is a new coinage in the sense of a car, | 

The play has a few good songs modelled on Jayadeva's Gitagovinda. 
The first . 
wer gima aang SRRIUTWUO 
is an imitation of the Gitagovinda : 


TT WW WW Bt ARAGIA SUIT 


l. Fourth act, p. 24. 
2. Fourth act, P.22' ^. 
3. First act P. 6. 
4. Fifth act, P. 3l. 
5. First act, P. 6. 
6. First act, P. 6. 
7. Fifth act, P. 3l. 
8. Fifth act, P. 3l. 
9, First act, p. 8. 
10. First act, P. 2. 
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and can be sung like it. 
The second : e 
waite faaafa mut | eat 

is modelled on the Gitagovinda : . is 
| gfxfxg faerafir aaa | 


and can be sung like it. 











n Du 
BUE det Us 
? 7 aot ieee 
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Sarojinisaurabham 
ORY OS | 
Ens Mahidhara Venkatarama Shastri of Andhra, the eile 
Sarojinisaurabham is modern not only from the point of view of its recen 
publication but also from its topic and the method of presentation. 
ee Gunachandra, a brilliant young man, is the son of a wealthy E 
miser Adhyapati. Their family priest Devavrata 1s very much pro 
his good behaviour. He knows that the young man is not like à E a 
father and has very generous heart and good habits. Gunachandra e 
friend Sudhapurna. Though Gunachandra is the son of a wealthy im S i 
he loves his friend Sudhapurna very sincerely in spite of the fact t at t e 
latter belongs to a poor family. Once when both the friends are desas 
some thing they hear the cries of people saying that a wild elephant = 
entered the city and has struck terror all over. Ithas caught a young girl in 
its trunk and is going to crush her. Nobody is able to save her. Guna- 


' chandra being a brave man cannot restrain himself. He comes forward and 


saves the girl (Sarojini) from its clutches and kills it. The young girl terti- 
fied by this incident falls unconscious. Gunachandra brings her home. When 
the girl regains consciousness she is surprised to know that the young man 
has saved her at the risk of his own life. Gunachandra is attracted ‘by the 
beauty of the young girl. Both fall in love with each other. After exchang- 
ing sweet glances and sweet words Sarojini goes to her parents with her 
maid servant. | 
Second act—Gunachandra's father Adhyapati is always after money. He is 
eager to marry his son to a girl whose father agrees to pay him big amounts. 
Adhyapati is very happy that the marriage of his son would increase his 
wealth but he does not care whether the girl can prove a good match for his 
son. 
Third act — Gunachandra is lost in the sweet memories of his beloved 
(Sarojini). He has nothing to talk except his beloved. His friend Sudha- 
purna is worried because he knows that his (Gunachandra's) father would 
not allow him to marry Sarojini because she belongs tó an drdinary family. 


* aX? 
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Gunachandra's father sends him a message through Sudhapurna that he 


should see him immediately. But after some time Adhyapati himself comes 
to Gunachandra and acquaints him with the whole affair. When. gund- 
chandra comes to know that his father has settled his marriage without even 
consulting him he feels shocked. He says that he can obey him in all other 
respects but not in this. After exchanging hot words Gunachandra comes 
out saying that the marriage arranged by his father cannot take place. He 
thinks that the dowry system is a big menace to Hindu society .and should 
bé totally discarded. His father is adamant and declares that if Guna- 
chandra does not obey him he -would disinherit him. Gunachandra is a man 
of self-respect. He does not care for his father's property and leaves his 
house. When his mother comes to know about this she secretly gives her 
son her own share of property. t 
. Fourth act — Shridhara, a wealthy married man, is after Sarojini. . He thinks 
that he can afford to enjoy the company of beautiful Sarojini by marrying 
her because of immense wealth. He sends a woman. messenger to Sarojini's 
house to convey his desire for marriage. But Sarojini is already in love with 
Gunachandra, not because he is the son of a wealthy man but because he js 
a man of guts who saved her from the mad elephant. She rebukes the 
maid servant who had brought Shridhara's message of marriage and ‘asks her 
not.to show her face again. At the same time she writes a letter to her lover 
Gunachandra saying that she _ would think herself very fortunate if he can 
consider her for marriage. This letter she sends through her friend Bhra- 
marika. | 3 : tetas 
Fifth act — Gunachandra himself is‘yearning for Sarojini. His answer to 
the letter is couched in more loving language than the one Satojini - had. sent 
him. He tells her’ that he would very much like to marry het.: Next he 
comes to a garden where Sarojini, accompanied by one of her’ girl friends, 
has come for a stroll. He conceals himself: behind the trees. Sarojini on 
the other hand. unmindful-of the presence of Gunachandra in the very 
garden she is having a stroll, sings a song ` which gives expression to her 
lovelorn condition.: Gunachandra finds this an ideal opportunity to fling 
surprise on his sweetheart and makes a sudden appearance. Both the lovers 
then engage themselves in love talk. Meanwhile a voice from behind the curtain 
informs that the parents. of the lovers have agreed to eccept them as man 
and wife. It is there’ itself .that the happy news of their marriage comes 


about. EAM Tn } E j 
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Sixth act — Shridhara is, however, most unhappy at this. He manages 
Gunachandra to be sent to jail by fabricating a charge against him. He 
orders his attendants to loot Gunachandra's house and to arrest his wife. 
Sarojini somehow manages to escape but before she does so, she leaves a 
letter beneath a rock. | 


Seventh act — When Sudhapurna comes to know that his friend (Guna- 
chandra) has been arrested on a false charge of theft, he disguises himself as 
an astrologer and goes to the king. After a short while Shridhara, Guna- 
chandra and .Adhyapati (Gunachandra's father) come to the king for his 
verdict on the case. Sudhapurna who is with the king at that time utilizes 
the opportunity to impress on him the fact of his being a real astrologer. 
After this when Sudhapurna tells the king that he knows fully well after 
reading Gunachandra's face that he has done nothing wrong and Shridhara 
has levelled a false charge against him, the king believes him. The king not 
only frees Gunachandra but honours him with the post of a Defence 


Minister. On the other hand he puts Shridhara to jail for his treacherous 
behaviour. 


Eighth act — Gunachandra does everything assigned to him very faithfully 


and honestly but is worried about his wife Sarojini. 


After some time 
Sarojini's friend Bhramarika comes to see him (Gunachandra) in the guise of 
a Yogini (an ascetic woman). S 


he says that she had gone to Sujanapuragrama 
(where Gunachandra lived earlier with his wife Sarojini) to find out Sarojini 
but could not get any trace of her. The only thing she could find was a 
letter Sarojini had left which was a 


ddressed to him. Gunachandra reads 
the letter and after lamenting a lot for Sarojini falls unconscious. The 
underlying idea of the letter was that if something wrong happens to 
Gunachandra then it is definite that Sarojini would end her life. Bhramarika 


helps Gunachandra regain consciousness and consoles him with the words 
that she would definitely go again in search of Sarojini. At that very 
moment Gunachandra is informed thata rival king has attacked his country 
andin spite of the bravery of the Commander-in-chief the king wants that 
Gunachandra should himself go to the battlefield and contro] the situation 
Gunachandra leaves for battle front instantaneously. 


‘Ninth act — In the beginning of this act the information is broadcast that 
Gunachandra has controlled the whole situation very successfully and 


pushed the enemy back. While fighting he is injured badly .and falls 


unconscious. Fortunately, a Hauddukika (an ascetic) comes there to his 
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rescue: After that the king with his whole family comes to congratulate 
the wounded hero (Gunachandra). He honours him and says that now he 
wants to retire and Gunachandra should bear the whole responsibility of his 
kingdom. At the same time Gunachandra's friend Sudhapurna also comes to 
congratulate him. Bhramarika who had gone in search of Sarojini once 
again comes there with the sad news that she could not find -her (Sarojini). 
They all talk about missing Sarojini. Fortunately there appears the same 
Hauddukika who had treated Gunachandra in the battlefield. Gunachandra 
invites him and wants to know something about his missing wife. Bhra- 
marika is also eager to know her friends present whereabouts. Guna- 
chandra while talking to Hauddukika notices remarkable facial similarity 
with his wife Sarojini. After some discussion the Hauddukika reveals his 
real self, and there appears Sarojini in all her beauty and charm. Guna- 
chandra is very happy to see his wife who had disguised herself as a 
Hauddukika to save herself from the clutches of Shridhara. At this happy 
reunion of Gunachandra and Sarojini, her father Manidasa, her mother and 
maid servant come there and bless the couple. Gunachandra makes 
Sudhapurna his minister and arranges his marriage with Bhramarika. In 
this happy atmosphere all around the drama comes to an end. 
CHARACTERIZATION | 
Gunachandra — Gunachandra is the hero ofthe play andis endowed with 
' all qualities which £o with heroes in Sanskrit plays. First of all he comes 
before us as a brave young man. He does not indulge in self-praise but his 
great deeds are the testimony to his greatness. He is out to abolish the 
caste system. Heis very much pained when he sees that a rich man gets 
more than enough to eat while a poor man cannot even acquire two square 
meals a day. Says he: 

qa: gafas qaumeaatar 

quad drawer gun fe fee | 

Agag let 


Weg CAAT TATRA Ui - : 

“While one pointing to his belly emaciated because of starvation be£s 
for’ a ball (of rice ) another having partaken of dainty dish with con- 
tinued eructation turns him away arrogantly.” | 

If the son of a wealthy man can think like this, it is really something great. 


l. First act, P- 3. 
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From Gunachandra’s .point of view if one has wealth, one should. be 
charitable; if-one has power one should do,one’s duty very faithfully, That 
is why. he draws a beautiful picture of:an ideal king :. 
Los ers Wafqgafawud whmqeb diu 

referents: ETATS - JACI d 
afer xa gini meri aage: C 
-—— aquis: a aa em UU | | 

“Somewhere a king without enjoying himself draws well accumulated 
wealth in a wise manner as the sun the water of the ocean. He should 
arrange for a decent living {tor the people) like the long rivers so that the 
sensible people may live by them." ` Sh gere HP ie Aes geet oe 

Though the son of a millionaire he wants to earn his living himself. 

He has no patience for a man who is always pleasure-seeking and does not 
want to work. He calls him a thief. Says he: v TE | 
V panaga Waar anang: afamada Prid quens 

JW wafer a Raf O y a | 
' .Gunachandra — You are right. Even then every one should earn his 
own living himself, Anything else I think, is nothing but theft.” 

To have courage in adversity is the sign of a great man.: When nobody 


offers to rescue the young woman entrapped in the trunk of an elephant and 
struggling between ‘life and .death it is the young Gunachandra only who 
comes forward to face the danger and rescue the.unfortunate "girl. Guna- 
chandra is of the opinion that it is only that man who is possessed of courage 
and fortitude who deserves to be called a human being : i 
ess quu HAA qud 0. adi 
«aem fg gare Age | 
fazaa War UT W aT- | 
ERTATSÉT naia Tee Gu s 
"Asthestem supports the flowerso when j mes. ti 
courage which supports the heart. ‘When this NE pM M 
then (the man) is felled by his own shadow as if (tossed) by wind." 
Putting her on his shoulders Gunachandra brings the unconscious lady 


(9 
. 


|. First act, p. 6. 
2. First act, p: 8. `` 
3. First act, p. 9. 
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to his home. But when after treatment she regains consciousness he thinks 
it improper even to touch her. - Though he loves che charming young lady 
thinking that she is à Parakiya he does not transgress the limits of propriety. 
The following words bring out the true nobility of his character : 
saat ad aa ga miragi Sa TS rH qudm TS ?^ 
-: “Qur purpose is served because she is alive. But from now: on I cannot 
touch. her who belongs to someone else.’ Unos Cth 5 gs 
- How life-like is the description by Sarojini of her rescuer: 
' ae Wrap t 
- "waf a eardat aT 
^ ^o guit STREET 17 eo 
“There is sobriety in his form; firmness and virtuousness in his voice; 
generosity in his mind. What young lady would win this young man for her 
"husband ?" | es aum 
Gunachandra's father wants to marry his son forcibly to a girl. whose 
father can give him (Adhyapati) the desired sum of money. But Gunachandra 
does-not like this. His point of view is that the basis of union between man 
and woman should be love and not money: ` | 
grad daa at BY IgA: D 
qatidan aeara ega g ag 05 
| “Abundance of wealth is not the cause of union in love. It is the Heart 
that unites man’ and woman leaving everything aside." — - LT TE 
Gunachandra has a unique physique. The writer describes his physical 
beauty through the mouth of Sarojini - : | 
-— 7. maat gla waia AA 
Beaissiferael TAT nafa ERES faga | | 
7 C77 $i AazargavegTe AMAT SU Re 
gaarercfasqenat fesses Sm | | 
"Gunachandra's ideas, nose and “shoulders, are elevated. His hands, 
lips and soles of feet are soft. His mind and piougi sie oe En Sale 
expansive. His plump strong arms and radiant eyes are ong. His imp- 
|. First act, P. ll. | Pe. à 
2. First act, p. 16. 
9. Third act, P- 43. 
4. Fourth act, P- 47. 


LL MN 
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ressive art of smile has a sheen of best of pearls, 

Gunachandra is hard as flint and soft as flower. He stands like a rock 
before the wild animal but bends low with respect and softness before his 
beautiful wife. Says he: | 

Serre fen: wt gat ufa T TAA aana | 

“What young man on this earth, who when chained by the creeper- 
like arms of his beloved would not bend 2” By these words he (Gunachandra) 
shows his utmost love for Sarojini. The man who is undaunted even in the 
face of unforeseen calamities loses all his courage when separated from his 

beloved. The only thing to which this is dueis his great love for his 
beloved Sarojini. When Gunachandra is offered the post of Defence 
Minister, he gets everything he could have hoped for but still he is not happy 
because his beloved Sarojini is not with him. When he gets Sarojini's letter 
through Bhramarika and suspects that Sarojini might have committed 
suicide he falls unconscious: Bhramarika describes his pathetic condition 
in the following words : 
aifeatg iaa asari- 
eifzxg quei Three | 
faraieg T aaa T TET 
aiganafa ? t | | 
“Tt is just possible that the ocean may not get dry by the submarine 
fire. Itis also possible that the mountain may not fall, struck by the 
thunderbolt but what sentient being may not get confounded on account of 
the separation from beloved wife." | | 
The greatness of Gunachandra lies in the fact that though the son ofa 
wealthy man he is not proud. When in adverse circumstances he has noth- 
ing left with him he does not lose courage and when he is made the ruler of 
the whole country he does not lose his head. Even when he is enthroned he 
keeps before him the true perspective and declares : 
qolsin ga STATA EMAA 
qarama frat at WT SATA d 
ead mu aaraa: Ww TAAA- 
Aa qaraqa aaan afr AT A uu 
|. Sixth act, p. 76. 


2. Eighth act, p. 105. 
3. Ninth act, p. 112. 


= CC-0. Prof. Satya Vrat Shastri Collection, New Delhi. Digitized by S3 Foundation USA 











SAROJINISAURABHAM 385 


"In this kingdom, he is really fortunate who discarding pride, hesita- 
tion and being self-restrained does his task assigned to him everyday keeping 
in view the good of the country. In that state to me there would be no 
distinction between a minister and a sweeper.” 

Gunachandra is a kind-hearted person. In a moment of self-examina- 
tion he says about himself: 

araferart afg qerafed 

q gitaar a a WIRD | 
Aam aaa gafaRg: 

Taped gag yara 1 

“To give wealth, to give one’s labour and to give land are not superior 
gifts. May the only gift of love, the cause of happiness of the miserable 
people, be present in the good people.” i 
Sarojini— An ideal personification of Indian womanhood, who never cares 
for wealth but sacrifices everything for love, and who is. very loyal to her 
husband is Sarojini, the heroine of this play. Sarojinis sacrifice is much 
bigger than ‘that of Gunachandra.. Sarojini experiences pangs of separa- 
tion more acutely than Gunachandra. — She occupies in the play a place 
more important than Gunachandra. The writer himself seems to believe 
in this because he has named his play after the heroine instead of the 
hero. 

A man named Shridhara is after Sarojini. He wants to sacrifice all his 
wealth if only he could manage to get her. He even declares that he may 
divorce his first wife if Sarojini agrees but all his temptations cannot wean 
Sarojini away from her lover even for a moment. In her mind she has 
taken Gunachandra as her husband and now come what may she would not 
change her mind. Says she: 

fazer Agra Ta quud | 
speraret s eur TAT qafaa ut 

"Impure thought cannot touch the chords of the hearts of women who 
are full of pute love." | 

If one has pure love in one’s heart then there is no need for other 
sophistications. Sarojini loves Gunachandre. This is enough for her. That 


. js why she says: 


1. Ninth act, p. 122. 
2. Fourth act, p. 50. 
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q'urgeuat agarana] gni- 
aga saa Wal aaa erae | 
sie wf qererüdtem waa c 
aagana ag; ATSFAL WIE md DU Ds 
"When the young men are jovial and are united with brides, they per- 
force misbehave themselves. The brides too, to be emotionalized make amorous 
gestures. With their hearts satiated with the nector of felicity they no longer 
desire vociferously for each other's satisfaction ornaments and the like. 
Sarojini knows how to express her feelings. She never likes to keep 
anything secret from him whom she loyes. She loves Gunachandra and 
5 - without hesitation she requests him to accept the proposal : 
amar ATTA, THT: HATHA ITR- 
feat argdgdecafufa aa aa: feni crema d 
area aeae agag dig aT | 
Satan + enaga He at fag aerate 1° 
“You are the giver of life, redolent of the virtues of the master, a fit 
choice for girls. You are sweet in your heart. My heart is deeply attached 
to you. If you have any mercy on me then give me the pleasure of your 
company as I seek protection of you worthy of it. O lover of qualities, 
if you do not love me (as I love you) then keep me with you as your maid- 
servant." | 
; When Gunachandra knows her feelings, he is very much pleased -and 
| . they both are married. But they cannot enjoy marriage for long. Shri- 
dhara lays a bi& conspiracy against Gunachandra as a result of which 
SEM Gunachandra is put into jail. Sarojini too wants to join her husband there. 
ec. Her words that "I will also follow my husband" are a good testimony to her 
EAR deep attachment to her husband. When a man named Durdanta advises her 
TERY to stay at home she angrily answers: 
i wal afe caferaredtarer 






OR | aala Mergan | 
Es qur fg drat gums 
farerfa aer fases u? | 
1. Fourth act, p. 58 - 


2. Fourth act, p. 59. 
3. Sixth act, p. 82. 
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“Tf the husband is worried then the wife too (automatically) is depres- 
sed just as an earthen lamp which, when it holds soot, has the beauty of its 
flame too lost.” 

She wants nothing else in this world except to be with her husband. 
Shridhara has everything which can give her material happiness. Gunachandra 
however is just a penniless man but Sarojini prefers Gunachandra to Shri- 
dhara for she loves him. ; 

When Shridhara’s agents come and torture her, she says proudly : 

fada at stag ar Wxttsrdit 
gargad gaet PA AAT ? 
fat fg aaa fadifsarsfa ar 
agfa mgg a weaat d 

“Sarojini may die or live but she cannot become an unchaste woman 
because she belongs to a noble family. Even when crushed by a machine 
for long the grapes would not give up their sweetness.” 

A chaste wife wants the company of her husband even after death. 
That is what Sarojini says : 

araa aangaf At aT 

eed aar Weng «ung | 
qaratsa garait 
qfedareraraRrdatsut |? 

"(In this life) it is possible that I may have union with my husband or 
not but I pray (Mother) Umi to give (my husband) happiness always and help 
me get him, who is proud of his qualities, as my husband in my next life too, 

is the lord of my life." 3 
i d characters like Sudhapurna, Bhramarika, Adhyapati and Shri- 
dhara play their part very well. They are ordinary characters and do not 
deserve any detailed treatment. 
CRITICAL APPRECIATION £ a 

The main sentiment of the play is erotic but the heroic also plays 
an important part. Hero Gunachandra bravely saves Sarojini, the eroe 
from the clutches of an elephant but at the same time he chains himsel 
with the bond of love, so much so that when his father wants to marry him 


1. Sixth act, p. 85. 
2. Ibid. e 
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~ 


with the girl whose father agrees to pay the desired amount he straightaway 
refuses that proposal and marries Sarojini. He -is deprived of his father's 
property by marrying Sarojini but he never cares for it. 

The writer has not introduced Vidusaka in the play. 

The absence of Prakrit also is a departure from the old established 
practice. All the characters of the drama speak Sanskrit only. 

The writer is very fond of Sanskrit language and he does not like to 
mix any dialect with it. When the stage manager Says that it is possible 
that the drama played through the medium of Sanskrit may not please the 
audience the actress answers : 


qr aaf wi faaan Get STET 
car maanani ATR eura | 


Marea fadreaag qa ora ott AAT 
eat uritfira feng fenfus feng alee md 
“What man of sense and devotion would like to forget Sanskrit which 
like his foster mother after making him drink to the full the nectar-like 
pleasure has given satiation, supporting him by the hand has taught him to 
walk tiptoe and has inspired him with happy and beneficial thought." 


Alliterations and similes are the writer's favourite figures of speech. An 
exquisite example of alliteration iS : 


vefeggiatedtacg: 
TAI: Garay: | 
ATA AA vg: 
HAA: gu Ung: |.” 
j "As the spring sets in, the mind becomes full of joy. The birds dance 
with the waves of the river. The bees become intoxicated due to their 


contact with flowers. The side-glances of the young girl 
for Cupid.” g girls become the stage 


Am th imi ah t 
sea ed e examples of simile one which is particularly delightful is 


wgemged fleet 
fax wate guna fram | 


]. First act, p. 2. 
2. First act, p. 3. 


- 
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facaata agfa afaa- 
aman gaa wafa GAT dU 
“Even if devoid of any quality a poet's word surely becomes possessed 


of it when it finds a place in the heart of a susceptible person. Even 


emblic myrobalan though tasteless becomes tasteful when mixed with 
honey." : 


Sometimes the learned writer writes such verses as indicate his philoso- 
phical attitude towards life. Here is an example : 


aaa: THA WaT TS ATA BIT: | 
arrest wen TRUE ATAA DU 
"Passion etc. (passion, anger, greediness, ignorance and haughtiness) 


are the five qualities which decay with the passage of time; greed alone be- 
comes young even in the last days." : 

Witty sayings lend charm to this play. Adhyapati who knows nothing 
except wealth says : | 

ar ar at arate fg 
HIEN NAIT | 
aag demi 

aaka fafaa afa t? 

“That which does not exist—with this interpretation the word maya 
gives the sense of non-existent. Now this is not right; it decidedly means 
Laksmi only.” 

The writer is expert in describing the beauty of nature : 

gem eg HARTA | 
WegHreqieeETdr m | 
rera gp aer EET 
dreams su wa mia Arta UO : 
The creepers when shaken by the gentle breeze captivate the heart like 
charming ladies when they have their fore parts (foreheads) bent under the 
‘(weight of the) bunches of flowers and when they shine with the playfulness 
in the twisting of their parts (limbs)." 
1. First act, P» 3. 
2. Second act, P. 20. 


9. Second act, P: 21. 
4. Sixth act. P: 75. 
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natural phenomena and the 


There is much ‘similarity between the 
is similarity inthe following 


human beings. The leatned scholar ‘shows th 
words : | ji 

qd afai enda Frage Une . 

aesti gaai qur dt sparsit ATT | 

are «ques quu arate oad 

aAa f at at at arate DU 

“Lo ! the cuckoo thinks that the blossoming mango tree belongs to it 
alone and coos, similarly does the bee hover over a creéper full of flowers and 

‘honey. What song would a youth not sing when he beholds the graceful and 
the charming youth of the ladies as lovely as a fresh spray." 

The writer has used simple but idiomatic language. However at 
places vernacular influence can easily be discerned : 

zefeqareararareat wur TAH | TA ATSN SD AAT afa D 

In Hindi we would say : 

Ua alta S AT Aa Tel MAT | 

“We have heard everything unnoticed. The mind has no liking for 
such a person." 

Some Modern Problems: The Dowry System — The author has 
introduced some new problems in his drama. For instance, in these days 
the problem of dowry has assumed a menacing proportion. The feared 
writer traces the history of the dowry system and finds that in earlier days 
the system of dowry never existed in this form. That is why he says: 

aq aa adaa mU TAI: qu NuTHISDU— | 
«pd rare ate a datay di oW | 
amasa Aaga a ATA: HA 

rar: ewe eft feeder | wat gnus 

"In earlier days the people of this. countr 
wealth of penance and self-respect by their : d pie ae X d 
these very Indians, O wonder, have given up here (in this life) it lf Re 
loftiness of the mind and have come to prize the (sordid) f 5 x xi 
I feel ashamed and distressed !' Serene. chs 


l. Third act, D. 32. 
2. Fourth act, p. 58. 
3. Third act, p. 35. 
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The middle class families are groaning under the weight of the tragic 
system. If one is lucky enough to have immense wealth and has only one 
daughter, he can show off his wealth and procure agood husb and for his 
daughter, but what about a man who has got many daughters and has not 
got enough wealth to fill the big pockets of the greedy bridegrooms. Shri. 
Parvata who is able to obtain Adhyapati’s son for his daughter by striking 
a big bargain is distressed in his heart and says: 

ud acar faemina | frisa Spem 
«cat daada weg efr fad fraag WW | 
wd arafa enu qu aaan nAg: 
Marafa mu g agaga T: UU 

“Tam happy that I have got at long lasta suitable match for my 
daughter after giving away all my earnings to the father of the groom as 
fee. If I, the father of one daughter, am so much mentally fatigued, how 
much more are the others in this world." 

Today, we find that a girl is considered merely a lifeless thing and 
nothing more than that. Her father can give herto anybody whom he 
considers fit. She has no sayin the matter. On the other hand a boy 
has his price. If moderately educated, he may demand moderate amount 
but if highly educated and qualified the price goes up. The price goes up 
proportionately with the education and the status of the family. Adhyapati 
demands a high fee for his son : | Ed 

arafa afa! arated arces ufa dnt qur dera facta, TaN 
afrad snm 1° | 
. “Adhyapati—Gentleman, if you give us desired marriage fee then all 
that you desire may be achieved, for this world. is manageable with money 
(alone)." * 
On being asked by Sriparvata (the girl's father) as to how much fee. he 
would have for his son, Adhyapati says proudly : 
TUT: HAI: CAT TUIAT RETT: | 
tt Heer Gal Hae WE uU 


"My son Gunachandra is skilled in atts. My cellars are full of gold. 


l. Second act, p. 27. 
9. Second act, p- 24. 
3. - Second act, p- 25. 
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You should give me what may make my heart contented.” 

While purchasing a thing the customer and shopkeeper indulge in bar- 
gaining. Likewise Adhyapati and Sriparvata bargain for Gunachandra. Shri- 
parvata says that he is demanding too much. At this Adhyapati says bluntly : 

waa gd seat TANNA AAT agamia ATAT SÍ | TASH: 
arg sata: Paar | Aaaa faga STRIS 1 

“Seeing your face I have already quoted less amount. If you agree to 
this, then proceed, otherwise go back the way you came." 

Pol ygamy—Another ptoblem which is very much connected with dowry 1s 
polygamy. A wealthy man can have more than one wife for his pleasure. 
Shridhara is a wealthy man and he wants to buy beautiful Sarojini to satisfy his 
lust. The whole society is demoralized by this practice. The writer here 
- poses a question : Is the girl only a plaything in the hands of a man whom 
he can buy athis sweet will? Sarojini by refusin$ his proposal shows 
extraordinary courage. 
Village Uplift— The educated young man of India is indifferent towards agri- 
culture. The writer here suggests that if the young man of today develops 
liking for agriculture India can regain her Jost prosperity. Gunachandra, 
the hero of the play, is an expert in agriculture. He knows the secret of the 
earth and also how to cultivate it. That is why when he is deprived of his 
father's wealth he depends upon his agricultural skill for making fortune out 
of it. Patalika (Gardenkeeper's wite) seeing his skill remarks: 

araramn | ada Bap uda Hanada aa dig nagai AR- 

aga vd T gat Bla: aag tl? 

“Amrataka ! if like him everyone should become active in agriculture 
then there would be no shortage of flowers, fruits, milk and other things.” 

Bhramarika, Sarojini’s friend, goes to deliver her friend's letter to 
Gunachandra. She is charmed with the beauty of his garden which she 
describes to Sarojini in the following words : 
cicius af dhikik aiia ks fe fai - 
ataie: maaa gaa A: d 
amarga aaa aA aR- 

UMA agha AAA TA Ae DU 


1. Second act, p. 25. 
2. Fifth act, p. 60. 
3. Fifthact, p. 63. 
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“The garden is highly charming with its variety of mango, cocoanut, 
sweet ketaka, panasa; plantain and other trees which have been caused to 
grow by the waters drawn by the Persian wheels from the wells resembling 
in their depth the hollow between the sky and the earth, as also the rare 
golden panasas with the height of the Vyama measure." 

Proper attention to agriculture will automatically lead to the prosperity 
of villages. 

Lure for money—Besides, the author has drawn our attention to modern 
trends viz., people's lure for money and nothing else. They can sacrifice 
even their honour and prestige for acquiring money. They may break their 
relations with their kith and kin but cannot sacrifice their wealth. That is 
why the writer says: 

STATA Wigs At ata 

qaad afaina: | 

aaien sanea UTI 


Wat arsaa eren uu 


* The notes of Vind are not so attractive, the voice of a loving damsel 
is also not pleasing, only the jingling of rupees excels every other sound 
because even an innocent child is attracted by it.” 

When society is so much money-minded then there arises another big 
vice (corruption) and that is bribery. The man who gives so much impor- 
tance to money may want its price whenever he does anything for another 
person. The system of bribery has touched a new high these days. Guna- 
chandra's friend Sudhapurna says: 

q fagar a at ud Dowd a Ufaaia: | 


afad wer aaaf we faar ut 


“Tn the royal court, learning, valour, beauty and pure mind are not 
competent to accomplish an end without money." 
Mother's love — Lastly mention may be made of the mother's selfless and 
pure love for her children. In spite of selfishness all over the world the 
mother's love is always selfless. When Gunachandra's father disowns his 
son, it is his mother only who supports him with her own personal property. 
Overjoyed by mother's selfless love Gunachandra says : 


l. Fourth act, p. 49. 
2.. Seventh act, p. 89. 
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aa Hagar ger Aer wea meerfend 

aa sagin TAAA RRT i 

mu ua wur ang sat fe Eng 

saprecrsfr fargearaaael | mgA Ferrera ut 
“Oh ! How much love mother has for her child. With the child in her 
|... womb she becomes cheerful. When there is a little movement in it she feels 
= happy. When born she thinks the aim of her life is fulfilled. When the 

- — child begins to lisp she feels beside herself with joy. When (her child) is 

— — . $n distress she stakes her very life. She thinks that in the matter of beauty 
her child is peerless. Even though he may be grown up she looks upon it 
| as a child." 


p UE 


Å 
TA a 


s Joss * 
Bd. ILAS ie A aa e| 


| 
| 
| 





Markatamardalikah 


INTRODUCTORY 


The one act play Markatamardalikah styled as Bhana by the author Y. 


Mahalinga Sastri is published in the Maiíjusa, the now defunct Sanskrit 
monthly of Calcutta, in 1951. 
PLOT 


In the prologue the stage manager appears on the stage and informs 
the audience of the condition of a monkey groaning under pain. "Unable 
to stand its groans I would leave this place", says he. 

The monkey then appears on the stage. Itis dying with pain because 
ofa thorn in its tail. It acts noticing a barber in front of it. It requests 


him politely to take out the thorn from its tail. It even promises to reward, 


him suitably. The barber takes out the thorn but while he is doing so the 
monkey jumps up and cuts a fringe of its tail. This infuriates it (the monkey). 
It gives the barber a bit of its mind and leaves the place with his razor. 
Being afraid of the monkey the barber forgets about the razor and takes to 
heels. | 

As the monkey goes some distance it makes a show of noticing an old 
woman making a basket with a bamboo tearing it with her nailsin the 
absence of a knife. The monkey goes to her; addresses her as mother and 
gives her the razor that it has with it to facilitate her work. The old woman 
is very happy at this and sets about making the basket with the razor. The 
bamboo being hard the razor breaks. The monkey upset atthis abuses the 
old woman. It demands the basket as a compensation for the razor. The 
old woman has no option butto part with (the basket) for she is afraid of 
the monkey. Happy with the basket the monkey flits about. It then makes 
a show of listening toa sound as if somebody were calling it. But nobody 
actually calls it. A person is yelling for his bullocks. He has no basket. 
He is feeding them with wild grass and cotton by spreading them.on a mat. 
The monkey approaches him and offers him basket for feeding the animals. 
The män réadily accepts the offer. In the meantime the bullocks fight and 
break the basket. The monkey flies into rage, condemns the man in the 
strongest terms and threatens to break his hands and feet. He demands the 
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x ified the man 
bullocks as a compensation for the loss of the ee ES rom 
parts with the bullocks and makes good his SEU EUIS who 
gain proceeds on. After a distance if makes a- Show 4 eae heres 
is himself yoked to an oil presser in the absence of a ullo 3 C LM 
makes an offer of its bullocks to him which he gratefully accepts. vimus. x. 
able to extract a pitcherful of itthe monkey asks for the retu E. 
bullocks. The men pleads with it to allow them with him for i cm 
time : he has to.extract some thirteen pitcherfuls of oil. The m i eee 
t EM Instead it ‘is cross with him. He leaves the bulloc S £ 1 a 
us away the oil pitcher to be handed over to an old woman in a hut T A : 
it meets after it covers a distance. The old woman was unable to Eur d 
cakes (apupas) in the absence of oil. With the oil given by the mon 4 
old woman cooks the cakes but does not allow it (the monkey) to parta ce » 
them on.the plea of their having been prepared for | sale. The Mm 
monkey drives away the old woman and helps itself with quite a fewc akes. 
It also distributes a large number of them free among the customers. In 
the meantime a $roup of musicians turns up there and makes a short shrift 
of the remaining cakes. Not a single cake is now left for the monkey which 
infuriates it with the result that it hurls abuses at musicians and sends them 
away. In a flurry they leave their Mardala (a drum-like musical instrument) 
behind. The monkey takes hold of it, climbs a tree, plays on it. With the 
sound of the Mardala other monkeys also gather there. The monkey tells 
them that it had come into contact with humans and with the chopping off 
of the tail had become a human being. He further tells them as to how he 
had. come to acquire a razor, a basket for a razor, a pair of bullocks fora 
basket, a pitcherful of oil for bullocks, the cakes for oil and finally Mardala 
for the cakes. The monkeys gathered there are very happy to know of its 
exploits. They speak highly of it and accept it as their leader. And with 
| this the play comes to an end. 
E CHARACTERIZATION 


In line with the requirements of a Bhàna, the play has only one 
character, the monkey, who represents those people in society who by 
EU assuming different forms at different places delude innocent people. They 
E tempt them with something but snatch away some other thing. They are 
not philanthropists in essence. Even when they part with a thing they part 
with it with reservation. They are soft and polite in the beginning but are 
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discourteous and harsh later when they find that the thing they had parted 
with is being harmed. The sense of ownership even when they have parted 
with a thing, seemingly of their own free will, persists. Newer and newer 
things are therefore acquired in this way and the people cheated of their 
belongings. The people around them are carried away by their talk. They - 


take their nefarious activities as their exploits and in their naivette lionize 


them. 








INTRODUCTORY 







Thn 


| boiling water on the ground and goes away Saying 
B over her tongue, Satahradà is furious at this. 


Ayodhyakandah 


Written by Y. Mahalinga Sastri the one act play Ayodhyàakandah is 
published in the Sanskrit journal of the Sahitya Akademi, the Samskrita 
Pratibha, Vol. IV, No. 1, 1963. 

PLOT 

In the city of Saketa Chandovati, a neighbour of Satahrada, the sharp- 
tongued lady comes to her house to congratulate her on her being blessed with 
a grandson. Satahrada has a married daughter Sandipani. She is equally 
cruel and sharp-tongued. She has come to spend some days with her mother. 
She scolds her little daughter for accepting the sweets which her auntie 
Carumati, the wife of Satahrada’s son Cürucandra, has brought from her 
parents house. Satahrada utters harsh words for Chandovati saying that 
she has not cared for her daughter Sandipani and her son-in-law who have 
come only to spend a few days with her but is eager to have a look at her 


. grandson and her daughter-in-law. Pained by her rough treatment Chando- : 


vati does not enter the inner apartment and goes away. Satahrada and her 
daughter Sandipani condemn Carumati for entangling Carucandra. Sarva- 


ria, the husband of Satahrada, is ailing. He is a good-natured man and 


fully understands his harsh wife. He is favourably inclined towards his 
daughter-in-law Carumati, who is tortured both by her mother-in-law and 
sister-in-law. A Vaidya comes to see him, prescribes a medicine for him 
which isto be prepared with boiling water. He sends his grand daughter 
Sagikala to his daughter-in-law Carumati with a message to’ prepare the 
medicine. Satahrada and Sandipani busy condemning Carumati do 
notice the coming and going of the Vaidya. Satahrada openly praises 
daughter's beauty and condemns the features and figure of Carumati. As: 
they are discussing and criticizing Carumati, she comes with Sagikala carry- 
ing the medicated water. Satahradà condemns her Saying that only she can 
take care of her father-in-law and his wife and daughter are not able to look 
after him. Carumati is pained by these words. She places the pot with 


that she has no control 
She cries out that her daughter- 
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in-law has insulted her badly, and now she has. no place in the house. 
Sandipani (Satahradá's daughter) suspects that Carumati might have mixed 
poison in the water. She therefore wants to test the water herself. When 
she takes the medicated water to her father, he just doesnot like it and 
throws it away saying thatitis not fit for a sick man. This enrages” 
Satahrada and she says that he likes the medicine only if it is given by his 
daughter-in-law. ‘Both father-in-law and daughter-in-law are one, that her 
husband does not care for his wife and daughter and that he wants to get rid 
of both of them’ says she. Sarvari$a on his part condemns them saying that 
both of them have no time to look after anybody. They can only either quarrel 
or rebuke others. He is waiting for his son Carucandra who has gone out with 
his in-laws to listen to the story of the Ramayana. Satahradà condemns her 
son Cürucandra because he has gone out with his in-laws while his father 
is ill. : m 
While they are exchanging harsh words, they hear the cries of Sasikala 
who is frightened by the two fighting cats in the kitchen. Satahrada Tushes 
to the kitchen fearing the spilling of the curd etc. by the cats. Sarv arisa lies 
down pondering over the harsh words and rough treatment of his wife. 
Meanwhile Cārucandra returns and asks his father as to how he is feeling 
now. Satvarisa tells him (Carucandra) that he is riot as much sick P 
as he is mentally because Satahrada has treated Carumati very hars ly. 
Meanwhile Sasikalà reports that Carumati has gone somewhere after Des 
the harsh words from her grandmother. Carucandra relates to his ather 
the whole incident of Kaikeyi in the Ayodhyakanda of the eee 
where she begs for Rama’s banishment from Ayodhya for fourteen 
He further says that his family is undergoing the same crisis 
M edid created by Kaikeyi for Rama. the only difference being that 
at that time it was a step mother who had illtreated a step son while this time 
it is the real mother who is illtrearing her own son ( himself). 2 
While they are happily engaged in the talk they hear the het ing 
cries of Bandhumati, the grandmother of Carumati. She comes carrying in 
the fainted Carumati who had tried to commit suicide by hanging 
ae e a tree. Satahrada and Sandipani are still indifferent and 
a ips ried that every body should know that she has hanged 
xn ies own and nobody else is responsible for it. Carucandra 
berie us Vaidya. After much effort she responds to the treatment 
rushe 


is i t he is 
d regains consciousness. Sarvarisa pledges that the first thing tha 
an 
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going to do is to settle both his son and daughter -in -law in a separate 
house. The drama ends with the words of Carucandra where he says that 
parents should 'seeto it that newly-wedded sons are settled in separate 
houses. 

CHARACTERIZATION 

Satahradd—She is the wife of Sarvari$a, a householder in Saketa. A harsh 
lady, she always speaks ill of everybody. She does not like her neighbour 
because she has come only to see her newly born grandson. She hates her 
daughter-in-law Carumati because she has entangled. her son Carucandra. 
She condemns Sarvariga because he is kind towards Carumati. She does 
not spare even Carucandra and condemns him for coming late and going 
with his in-laws. 

She has some soft corner only for her daughter Sandipani whom she 
praises and admires. Even when Carumati is struggling for life, she is not at 
all perturbed and says— 

STI qr: AAA: ? wur creda afacafa ufu qu gar weld citer | 
“Satahrada : Why this flurry ? She will be allright now if only you were to 
give up unnecessary excitement." | 

Sandipani—She is a true replica of her mother. Sheis a heartless lady. 
She curses her daughter Saéikala just because she has accepted sweets from 
her auntie Carumati. It is amusing to look at her but horrible to listen to 


her : 
(aa: sfa faraaatearar fagaga magai SAT ANANT | (usur 
memerar) 


TAi ga! rer, gay aa) aaka wat ani cab weary d 
mae cat seca uae | WD wen wp alfcanftes XIWGHIHT SUTRÍGRTHTT | 
"Then enters (Sandipani) angry and wrathful with loose dress disheve- 
lled hair, tearful eyes, unpolished loob (gnawing at the teeth). 
Sandipani— O you mean one, be destroyed, go to death, fallin pyre, may 
epidemic swallow you. Let me throw you into a pit and crush 
$ you. Partake of cowdung in that you giving up self-respect 
Bee have a liking for that lump of Ksirini.” 
E She openly criticizes her sister-in-law. When Carumati brings medicated 
water for her father-in-law it is Sandipani who is suspicious and says : 
aarti (Aaaa aa wart) sana feacufeatia i ga aaa sad 
qaqaq | arit fou: acer: | sarah are | 
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"Sandipani: (Looking at the vessel of water minutely) Here is something 


dark over here. This máy first be examined. This very 
moment the disclosure is to be made. I show it to father." 


When fed up with her mother-in-law and sister-in-law Carumati tries to 
commit suicide Sandipani is only concerned with her own safety and says: 
waltit— steer | fag agea Tat gyfer wenn di 
"Sandipani: This is it. Even if one were to have done it at one’s own free 

will, it would come on the heads of others." 

Carumati—She is an obedient daughter-in-law. Her father-in-law has faith 
inher. That is why he sends Saégikala to Carumati for preparing the 
medicine. But she is simply unable to please her harsh mother-in-law and 
sister-in-law. Though tortured by them she has self respect. 
bear the false blame levied on her. That is why she says: | 

arent — aaae at war UT ar qued pp Wc afer faxawgr fers. 

fa faiai gamer quem 1? 

"Carumati : If you do not agree you do as you please. Don't you however 
weave lots of patched garments of bad words setting aside all norms simply 
because the tongue is unrestrained.” 


Though she has recently delivered a boy and is not feeling well she has 


She cannot 


to do all the household work. When the torture becomes unbearable only: 


then does she take the drastic step of committing suicide. Fortunately she 
is saved by the timely help of her grandmother, Carucandra and her uncle. 
Sarvarifa — He is an old man ailing both physically and mentally. His only 
hopes are his good and obedient son Carucandra and his daughter-in-law 
Cadrumati. He knows everything that goes on in his house, and also knows 
as to who is at fault. He is quite unhappy with his wife and daughter 
whom he taunts when he finds them blissfully ignorant of the coming 
and the going of the physician who had come to examine him and 
had prescribed a medicine for him : 

aida: fafa safe e Waly Rlatecisada | HADISECTUBSUIT NAAT 

faamaaa « dried eem 1° 


"Sarvarisa — As the physician approached there was a great noise inside 
the house. Busyin the important duties you could not notice even the 


1. Ayodhyakandah, p. 50. 
2. Ibid. p. 39 
3. Ibid., p. 41. 
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. e exit etc. of the physician." 
oe the perpetual quarrels of his wife and daughter in-law he 
decides to settle his son and daughter-in-law in a separate house. 

is father and relates to 
Carucandra — He is an obedient son. He loves his fa ; 
him the Rāmāyaņa story which he had gone to listen. When he is face 
withthe most difficult problem of his life he does not lose heart but bravely 
faces it. He agrees to part company with his parents. 
The last verse spoken by him tells the general truth of society ; 
maag ax gaa eut aai) HALT PAATE | 
A: g a ita gura AA curat quie. quu «fuere gara Ut 
"Let parents settle the new husband and wife separately for some time 
- for removal of bitterness. Let the mother-in-law and the daughter-in-law be 
like mother and daughter. And let the male child endear himself." 
CRITICAL APPRECIATION 
Enough has already been written on the language and the style of Y. 
Mahalinga Sastri in the context of the treatment of his humorous and 
mythological plays. To avoid repetition we would better restrict ourselves 
to the two plays under reference. The first of these, the Markatamardalikah, 
deals with, as has been said earlier, those characters in society who suffer 
‘from split personality. The author's depiction of this personality, alternating 
between good and evil: good outwardly but evil inwardly, is characterized 
by an intimate touch. The antics of the monkey, the symbolic representation 
of these characters, quite often excite laughter. Its speech too often forces 
smiles. The play has enough of an element of humour in it. This brings us 
to the question : Should this play on that score alone not have been included 
among Prahasanas or the humorous plays. The answer to this is emphatic 
no. The evidence of the author, how the author views his own work, should 
be an overriding consideration with any critic. Looking at it from this 
angle we find that the author specifically terms bis work Bhana which would 
on account of the predominance in it of Srngara or Vira, in the present 
instance of Vira, preclude its being a Prahasana for that category of com po- 
sition has Hasya or humour as its predominant sentiment. The present 
E work is being treated under the social plays on account of the nature of its 
E theme, a more important consideration with us for classifying the plays. It 
TANE is the social theme that the author handles in the present work. Some people 
Ee: l. Ibid., p.55. 
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luring the unwary and the gullible and then bullying them isa conimon 
enough social phenomenon which the author brings into bold relief in his 
Markatamardalikah. 

Just as with Markatamardalikah so with Ayodhyakandah. On the face 
of it, on account of the title it bears it appears a mythological play, a play 
based on the Ayodhyakanda of the Ramayana. Buta study of it reveals it 
to be a social play pure and simple dealing as it does with the theme of the 
quarrels of a mother-in-law with a daughter-in-law, a common occurrence in 
Indian households. The play owes its name to the story of the Ayodhya- 
kanda of the Ramayana where mother Kaikeyi plays havoc on account of 
her foolishness with the happiness and the peace ofthe family. The hero 
of the play who goes tolisten to the story (of the Ayodhyakanda) has the 
feeling that the Ayodhyakanda is being staged in his own house also by his 
mother who is out to destroy the family peace. The Ayodhyakanda thus 
becomes symbolic of the motherly haughtiness, a tendency to find fault 
with the daughter-in-law, to nag her, to boss over her. The author there- 
fore picks up this very term as the title for his work which purports to 
pinpoint this tendency. | 

Reverting to the Markatamürdalikah we find that in line with the style 
of the Bhinas which describe the character of rogues the author in his 
Markatamardalikah too introduces a rogue in the form of the monkey. The 
very difference in its style of speech when making an offer and when 
reprimanding as something goes wrong cannot but leave a deep impress on 
the minds of the readers. When offering oil pitcher to the old woman the 

nkey says : 
eg fm www ‘srgsara War, CRIT qur sfa 1 fure airfare: | 
Namaa A AAT aT FATT Aafer | RATER | TA RI LTT 
(aut faetreafe) | 


“What do you say, May you live long, find auspicious things, I accept 
your blessings. My life given to others’ good is fruitful this very day itself. This 
is an oil vessel. The elder sister may (kindly) accept it. (Rests fora while). 

On a comparative analysis of the Markatamardalikah and the Ayodhya- 
kandah one thing that stands out is that while both of these re E act 
plays, the theme is more sustained and steady in the latter than in the ME 
Markatamardalikah written as a monologue after the style of . the B m 
turns out in reality a catalogue of quickly happening events, which actually 
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are recapitulated by the authorin'two verses at the end, something that 


detracts not a little from the effectiveness of the play : 

are faggi rte 

fafie emt Tele: | 

freer Aral granit 

qui gni We: i: | | 

ea ced eee fee ee eee eee ce eH il 

In Ho play should normally the moral ofthe story be actually stated. It 

should be left to be understood by the reader or spectator. It takes away 
nota little from the dramatic effect of it if it is done. This is what our 


author does not avoid. At the end of the Markatamardalikah he gives 


the moral in two verses : 


ST eit SIS 

et ques qu fed | 
Wd: TRAA: 

qd namaia: | 
ag «wi fatase 

carere Alle Wa ese | 
«dT wu Aed AIT 
Hae Tae fara I 


How could the author who calls himself the repository of deep 
understanding, mitzrtaqrar, and possessed of great intellect, gaT<et:, permit 


himself this indiscretion passes our comprehension. 


In Ayodhyakandah however there is no such outspoken moral intrusion. 
Joint families have all along .been a problem but somehow coexistence has 
gone on. They are. now breaking up. The author has no tears to shed for 
it. He actually advocates it, though of course temporarily. Through 
Carucandra, one of his characters, he expresses the hope : vaag TW ei [z- 


l May ke tke playwright is inspired in the last line of his by the following verse of 


poet Ballala in the Bhojaprabandha which too has a jingle like it : 


fak nafarga 
Agat Gael err: | 
maig Gf rel 


- 
. . s.. 
- " - T PLA 
—— semar A, - ; 
mati Is T LC NM c 9 


O ae 


EL eis 
en —-—9 
qum 


Lu 


E 
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enreraafurte eq ee emma gum aagana STET d 
"May be by the absence of too much of proximity the accentuated mutual ill- 
will of the ladies may subside.” : 

The author is adept in the use of expression which effectively portrays 
the mood of the speaker. Small sentences exude politeness as the monkey 
in the Markatamardalikah offers oil vessel to an old woman: 

fes afa agaa ur, Warren x 
qar mfa: 1 ITO A TA a HATA wafa | Ud 
arose | erae RTT | aes: 

"What do you say, 'May you live long. find good things, I accept your 
blessings. My life given to the good of others finds fulfilment this very a 
itself. This is oil vessel. The elder sister may (kindly) accept it. e 
quick succession of abuses that it (the monkey) hurls at the customers is 
partake of all the cakes, though of course at his bidding, brings into 
relief the split personality of the animal and affords us an insight into the 
ae ae fs gaaatfa ? TR TU wernarrcagiaary ? sut gi: 

: mae ' eft 1 wp got, TEAR, SIAT, ATT, 
ag Waa ATA md ceat imet € | | ERE 
azarfatarsdtaet:, TUT, fH qae ? ed at cary, TSS zara, q, UH = 
«arg, weist TATA, wel SANA, qugferet ary | RD fazaa, Tea, SAMOA, 


D xm wretches, what should I give? Don't you T ever a anes 
apupika for me ? [am also hungry. Well, you say, we WT yo oe 
" © you, selfish gluttons you who consume (everyt ing), you 
Se E than thatof amare, what should 1 give you? I will give you 
a belly Pa ou wood, I will give you spoke, I will give you cowdung 
this. I wi S d you broom, I will give you slap, I will give you a catch by 
de e as away, run away, come to naught, be destroyed, take to 

t s 

heels. milarly does the following dialogue in Ayödhyaktodah REAN 
: : like these) between the = 

by way es a PR UR TUE Carumati beautifully porcus 

ar T S dus between the two which very often involves them 

tne S 


in wordy duel: 
l. Ayodhyākīānņdahb, p. 55. 
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sugar — mf sleet, er & afana | Jaafari ag | MA- 
qefa fait GY | AAT HA AAT qafa 2 uen sfa AURIS Wet 
fata: feat Sea: 7 | 
" Satahradà : O you silly one. I have seen your exploits. You are indeed 
intoxicated with new wealth. You are givento the haughty indifference 
acquired from maternal uncle's house. Or else how would you be different, 
you who are crowned a queen in this house by the important menfolk. 


att — (màd) Party urerfadfresreg«red: |... UI fx, afea 


freier fag fa faala gaat: JATIA l? 
It would thus be seen that Sri Y. Mahalinga Sastri excels in the 
delineation of situations in words that suit them; really a fine quality in a 


playwright. 


1. Ayodhyakandah, p. 39. 
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d Mahimamayabharatam 
INTRODUCTORY ; 
The play Mahimamayabhāratam is written by J.B. Chaudhuri. ; It has 
five acts and 20 pages. [Itis published from Pracyavani, Calcutta in 1960: 
All the scenes of this play are based on authentic sources and as such, thé 
play has a definite historical value. 
PLOT : 
First act — After Nandi, the stage manager and the actress discuss about 
the staging of a play. They decide to entertain the audience by showing a 
play which depicts the glory of India and the projects of irrigation. i 
The act proper begins by showing the glory of India in the Ve ic age. 
The sage Sindhuksit with his wife offers oblations to the river Sindhu or 
Saptasindhu (the Sindhu with its tributaries) . He invokes the ne 5 pi: 
them prosperity and happiness so that every one should be satis ied. 
isnifi f the name ‘Saptasindhu . The sage 
wife asks about the significance O 
j j di ollectively named as Saptasindhu. 
explains that all the rivers of India are c Mee 
One of the disciples of Sindhuksit asks him about the real motive be 
bere he rivers. He explains to him that the rivers give them 
deu M e ‘ke the earth they are their mothers. 
life in the form of water and so li x : ad nee. AIL the Ragas an d the 
7 t : d 
Second act oa ies There is nobody to listen to them. Narada 
Raginis are lyin 
comes: $i ing them. Visnu and Brahma 
uests Siva tosing t 
tries to revive them. : He red ; slodiously that Visnu begins to melt. 
i him. Siva sings the Ragas 50 7 holy Ganga 
pales A the molten Visnu in his pot from which the holy 
Brahma collects 
into being. tual period, 
Bu ee This act represents the Mentors p Ts desees 
J^ : ‘ahan. Shahjahan is 1n - : 
however, IS spar x Se aie Red Fort. The river Yamuna is flowing 
Jahanara 1$ SE a ie dark waters excite her imagination. ie uer 
just beside its wa — continued to serve mankind thro: 
ise of the river which has 3 
song in PES hat time Shahjahan comes and gives her the p 
a 
pe E Tum Governor of Lahore, has agreed to start a new iver 
that Alimarean 
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vi Mahimamayabharatam | 

INTRODUCTORY 

The play Mahimamayabharatam is written by J.B. Chaudhuri. It has 
five acts and 20 pages. [Itis published from Pracyavani, Calcutta in 1960. 
All the scenes of this play are based on authentic sources, and as such, the 
play has a definite historical value. 
PLOT 
First act — After Nandi, the stage manager and the actress discuss about 
the staging of a play. They decide to entertain the audience by showing a 
play which depicts the glory of India and the projects of irrigation. 

The act proper begins by showing the glory of India in the Vedic age. 
The sage Sindhuksit with his wife offers oblations to the river Sindhu or 
Saptasindhu (the Sindhu with its tributaries) . He invokes the river to give 
them prosperity and happiness so that every one should be satisfied. His 
wife asks about the significance of the name 'Saptasindhu'. The sage 
explains that all the rivers of India are collectively named as Saptasindhu. 
One of the disciples of Sindhuksit asks him about the real motive behind his 
worshipping the rivers. He explains to him that the rivers give them 
life in the form of water and so like the earth they are their mothers. 
Second act — This act represents the Pauranic age. All the Ragas and the 
Raginis are lying desolate. There is nobody to listen to them. Narada 
comes. When he sees their pathetic condition he is moved to pity and 
tries to revive them. He requests Siva tosing them. Visnu and Brahma 
va sings the Ragas so melodiously that Visnu begins to melt. 


listen to him. Si : elt. 
Brahma collects the molten Visnu in his pot from which the holy Ganga 


comes into being. T 
Third act — This act represents the Mohammedan age. The actual period, 


is that of Shahjahan. Shahjahan is in Lahore. His daughter 
waiting for him at the Red Fort. The river Yamuna 1S flowing 


Jahanara iS ^ P . s > 
: ide i lls. Its dark waters excite her imagination. She sings a 
just beside its walls S vinduebroueb 


song in praise of the river which has continued to serve man 
the ages. Just at that time Shahjahan comes and gives her the happy news 
that Alimardan, the Governor of Lahore, has agreed to start a new River 


however, 
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great devotion he prays for their continuous flow : 
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System for the benefit of mankind. Sheis very happy at this. She says 
that this scheme is actually the fulfilment of the dream of empress Mumtaz 
herself. : 
Fourth act — This act represents the modern age, especially the post-in- 
dependent India. Ram and Rahim, the two labourers, who work on Maithon 
Dam discuss about the progress made on account of the efforts of patriots 
like Mahatma Gandhi. Four visitors, Pelava Kumar, Damodar, Sanatan 
and Manjula Devi come to see the Dam and speak highly of it. 


Fifth act — The four visitors, with the help of Ram and Rahim have a good 
view of the Dam. These visitors actually represent the four classes of the 
Indian people. Pelava Kumar isa poet, Sanatan, an orthodox Brahmin, 
Damodar, a witty and humorous person and Manjula Devi, an ultra-modern 
girl. Atthe end of the fifth actisa song in which obeisance is paid to 
Mother India, whose heavenly beauty is spread out in various glorious forms 
in different seasons. With this the drama comes to an end. 
CHARACTERIZATION 


The present play depicts the progress made by India in all the four 
ages — the Vedic age, the Pauranic age, the Mohammedan age and the 
Modern age. Though there are many characters in it who are associated 
with the progress of India they all remain in the background; the main aim 
of the author being to show the stages of the progress through which India 
has passed. There is therefore no individual so important asto be singled 
out for characterization. | 


CRITICAL APPRECIATION 


Enough has already been written on the language and the style of J.B. 
Chaudhuri. His works are written all on a pattern. The difference between 
this and the rest of his plays is that they are all biographical, it is this one 


which alone deals with a current problem of irrigation and therefore stands 
on a different footing. The authoris a devotee at heart. 


aspect of his character makes itself manifestin the vario 
rivers which dot the play. The author looks upon them 
river 1s only another form of mother’ ( WI WII War ) 


This devotional 
us praises of the 
as mothers. ‘The 

says he. With 


Are gitcirargsinnaagen g afeat sara} 
ga eaaa sangt fana | 
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MAHIMAMAYABHARATAM All 


SINT Aaa STTWURT Web GTTSTSWUUi F- 
WT qu woe saga fedt aragaifedtary 1i! 

^O, the mother rivers, you are the first creation ofthe creator with 
His form of water. Soaked in your affection the multitudes of beings 
in the three worlds sustain themselves. The rivers whose holy current 
removes the impurities of our speech, body and mind, you go on flowing 
along the banks (lit. borders) of the villages or the cities in the Bhàrata." 

As usual there is no continuity inthe plays of J.B. Chaudhuri. Each 
Scene constitutes an independent unit in itself. There is no cohesion or 
unity of time and place. Of course underlying them all is the praise of the 
rivers and their life-giving capacity. The author is fully conscious of the 
steps taken by our Govt. for the promotion of various irrigation and 
hydroelectric schemes : 

Wei AY gui adasen SUR RRIXHICReTUHT DUI age ANAT- 
qfaersar, fafaeuatenerar, faa gerrequ oneqar w 1? 

“True, many-sided, I know are the projects of our national government. 
On the one hand there are the multipurpose irrigation projects, the various 
irrigation channels and the hydroelectric projects." 

Butitis not all rivers and irrigation channels here. We meet with 
occasionally the tender side of life too. Shahjahan's love for his daughter 
has all the tenderness of the fatherly affection: 

(masafa agaat ve) Aloette, ? 
naig ar dat arsaa fag wey CT Wer 
aet guinea fawzafafa fe a vegraarat: | 
siegt ag, ag f&meT aa gauderet idest 
aaa at ace qug fafai STI cated 11> 
The author has the capacity to be quite expressive. When Narada 


- sees the pathetic condition of Ragas and Raginis his heart is filled with 


sorrow. One of the Ragas explains as to how mercilessly they were thrown 


on the roadside : : 
fang mami gfaxfag amarina- 
ft car afa: spaga wes | 
l. Fifth act, p. 4. 


2. Fifthact, p. l6. 
3. Third act, p. 10 
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S. aa fari: Stara fares eue XP UU 

p ‘The author adds charm to his play by including in ita number of 
ae “melodious songs. Narada requests Siva to sing the Ragas and the Raginis. 
= Brahmāand Visnu form the audience. What a rare combination of an 
Sae artist and the audience! Here is the praise of Sri Sangita Sarasvati by 
Sivas | 

Cem ; Sad Wee stasera 


ee SAUCE anai 
ae Saag Yaa Tedd Rf Hos 
ae fa TA AAAS AWS AA LAST | | 


M a AGAMA AT ATSEY HEAT ATCT u 
ee HERI STAT RISTSSTTCRST fI 1 
E west yar eurer qq afters war feta: d 
Ese aage A: MAT: RIED: | 
E A Maa FATA TH ReATTATLAT 11 
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| Prakrtisaundaryam 
INTRODUCTORY 


This drama is written by Medhavrata. He wrote it when he was only 
a young student in Gurukula. It consists of six acts. | 

The writer has described here the various aspects of nature. Probably 
his surroundings provided him with the impulse to go in for such a comp- 
osition. It was originally written as a poem; it was only subsequently that 
it was given the form of a drama. 

The various natural phenomena such as mountains, rivers, seasons, the 
sunset and sunrise bring out the poet in the writer who, though young, was 
possessed of a rare perception. Poetry came to him naturally though at 
times his similes, metaphors and other figures of speech lack appropriate- 
ness while his expression suffers form the unnecessaty padding of words, 
even repetition, which detract not a little from the charm of the play. 
In spite of all this the overall effect that. the play leaves on the mind of the 
critics is very good, perhaps better than the one left by some of the other 
contemporary plays. 

PLOT | 
First act — Candramauli, the king of Kashmir, roams about in an aerial car 
(vimana) with his friend Candravarna and enjoys natural beauty.. After 
some time they alight from the vimana and walk on foot to have a closer 
look at nature. They are mighty happy seeing the beautiful ponds here and 
there. It is afternoon when they enter a hermitage. The peaceful atmos- 
phere of the hermitage leaves such a deep impression on the king that 
he wants to take to Vanaprastha. He tells Candravarna that after returning 
to his kingdom the first thing that he would do would be to crown his son 


Candraketu, as king and then return to this peaceful hermitage. They meet 


sage Munindra who is the incharge of the hermitage. Sage Munindra 


wishes them well and takes them round the hermitage. Both are very much 


impressed by the beauty, calmness and serenity of the place and go back to 


their kingdom. : 
Second act — Vinayakumara, a student of t 


beauty of nature at the onset of autumn. His 


e hermitage. is enjoying the 
friend Jagadindu tells him 
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that today they are going to celebrate the festival of Vasantapañcamī and 
their teacher has asked them to go to see the beauty of nature, after 
finishing the sacrifice. All the Brahmacārins roam about happily and 
enjoy the beauty of nature. Some boys play ball. After enjoying so much 
they sit down and relax. A student named Anandamürti tells them that 
king Candramauli of Kashmir wants to put his son Candraketu on the 
throne. He also tells them that Candraketu is the ex-student of this very 
Gurukula and so the king has invited the Kulapati to attend the. coronation 
ceremony. Prince Candraketu would himself come to take the Kulapati. 
Third act— Prince Candraketu along with Vasucandra, the son of his 
minister, leaves for the hermitage on horse back. On the way they enjoy 
the season of summer. When they are near the hermitage Candraketu 
tells Vasucandra about the birds and animals of that place. When they 
reach the hermitage Candraketu meets the Kulapati and his dear friends 
Priyamitra and De$amitra. Kulapati enquires about the welfare of king 
Candramauli and prepares for the journey forthe next day. Candraketu 
Is very happy to spend some time in the company ofhis old friends once 
again. 

Fourth act— Prince Candraketu tells his friends the whole story as to how 
his father had come there to enjoy natural beauty and as to how in the pure 
and serene atmosphere (of the hermitage) he wanted to renounce everything 
and take to Vanaprastha. Now he (his father) has himself sent him 


(Candraketu) to bring the Kulapati with him. He also tells that after the 
rainy season he will be coronated. . 


Fifth act — After describing the rain 
season is given in detail. Priyamitra tells De$amitra that ina few days the 
ceremony of coronation of Candraketu would be possible for the winter 
season has set in. Candravarna comes and takes Candraketu, Vasucandra 
and the Kulapati by vimana tothe kingdom of Candramauli because the 
coronation ceremony is to take place the very next day. 

Sixth act— King Candramauli asks 
reaction the news of the coronation of Candrakety has 
subjects. ‘Are people happy by the news of hi 
nistration? Are they willing to accept him as their king?’ asks he. Manicandra 
tells him that the festivities in the country and the blooming faces of the 
citizens are an unmistakable evidence of their happiness, Meanwhile the 
attendant informs the arrival of the sage Munindra. The king is very happy 


y season the description of winter 
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at this. | He orders that he should be brought in to his presence with due 
courtesies. From the opposite side come Candravarna, Kulapati, Candraketu 
and Vasucandra. The prince is coronated with usual pomp and show. 
The drama ends with the utterance of the Bharatavakya by Candraketu. 
CHARACTERIZATION 
King Candramauli, heir apparent Candraketu, Munindra (the incharge 
of the hermitage) and the Kulapati of the Gurukula - all discharge their 
duties in the play fairly well. 
Candramauli — Candramauli is an ideal king and anideal father. Like 
Da$aratha he is conscious of his age and wants to shift the responsibility of 
the kingdom on to his son Candraketu. He wants to perform his (Candra- 
ketu's) coronation ceremony as early as possible and retire to the forest for 
meditation. He discloses this intention of his to his minister Candravarna 
when they enter into the hermitage : 
sur gigi aagi wewuerqdggeut fafaa 
safaia gead ai fatsa 
zremqad madat aad arfa aa afaa-gelfada fafaa ni- 
Aa ada AT aa: ga TH HQ ana: U 
“Now that we have grown old and are hardly able to bear the 
responsibilities of government we wish to spend the rest of our life ona 
tably in this very penance-grove according to the usual eee O = 
Ksatriyas, after having entrusted the administration of our king Es H one 
son Candraketu who is. winsome (lit. bright) by his modesty. p 
foremost of all the rulers. He has completed his ed A ta p 
with the prescribed rules and has assiduously studied : t : s 3 a 
well versed in the duties of the Ksatriyas and knows the art of picas 


taking care of his subjects. 


The king has full respect for the learned people who shape the life of 


i 'ects. His conviction is 
: children of his subjec ions 
his own children as well as xe teacher nothing can go wrong in his 


: ` d 
that with a happy and contente KDE : 
j the incharge of the herm i | 
kingdom. He a E: e afaire afama Aga aqai 
ea afr fermare T: F 
rere emer at p gained the favour of 


“What mishap can befall us when we have 


l. First act, P. 22+ 
2. First act, P- 28. 
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ascetics like you who are solely intent on the welfare of -the whole world, 


who possess the discerning eye of knowledge and who are wideawake in 

suppressing evil.” | 

Gandraketu — Prince. Candraketu, like his father, is blessed with all thé 

qualities of an ideal king. When the king asks his minister about the 

reaction of the subjects at the news. of the coronation of Candraketu the 

minister reports : 
aq ! fydda, aer wem denfra gg faqutesn 
gana ga eausasfateaaray fuer seien SE TSSET- 
AHAT: THAT: | | 

"My lord, what is there to say ? Having heard that your worthy son, 
who takes after you in nature and all the other charming qualities, who 
is distinguished for his political wisdom and shines on account of his 
modesty is being crowned, your simpleminded and excited subjects are 
extremely happy." 

Candraketu is an ideal son, an ideal student and an ideal colleague. 
When he comes forthe second timeto the hermitage where he spent his 
childhood he revives his old memories : 

aang: (fazer - agi) aa aguex | 

aed dafad wu fread «deg citer 

a: are ofed gar safra transh forfan à 
4: We afar war afai darn az ad 
WT aE WH Are fg Ate aenea aa 1? 

“Candraketu (pausing, cheerfully), Vasucandra, my friend: ! 

My restless mind longs to see those companions of mine with whom I 
lived in childhood, with whom I laughed, with whom I playfully engaged in 
many a prank, with whom I read and chatted happily, dined with fondness 
and retired to bed and yea with whom I faithfully followed the vow (of 
celibacy) as a religious student.” 

He assures his friends that he can never forget them though he may be 
crowned.a king and live in luxurious palaces : 

Wand Wufsqxlgg AT WRT- 
qe taufafqooq qq gg 


. Sixth act, p. 106. 
Third act, p. 59. 
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maamaai gemgumbo 0 
fe fafafa gaa Rravesttam i 
“O good ones, whether this Candraketu occupies the royal throne or 

lives in a high palace, can he ever forget that ‘circle of loving ones who had 
taken a religious vow and who are his friends of the childhood ?" 

, . Other characters like Munindra, the incharge of the hermitage and the 
Kulapati of the Gurukula, are also important ones. It is they who produce 
kings like Candramauli and his son Candraketu. They are the invisible force 


behind the king. The king cannot perform his duty unless he gets full support 
and help from the intellectuals. | 


CRITICAL APPRECIATION 


As thetitle suggests the drama: mainly deals with the description of 
nature. As stated in the introduction the author had originally written it 
asa poem but later he gave it the form of a drama. In spite of this, poetic 
element in it is too prominent to escape the notice of critics. The play abo- 
unds in verses describing various seasons. It will be truer to say that the Pra-. 
krtisaundaryam is more a dramatic poem than a drama. The incidents in it: 
have all been subordinated to nature which has been described by the poet 
in all its minute details. It seems that nature to the poet is a beautiful damsel 
who dances before him in all her beauty and charm. The poet has tried to 
capture through words all the movements of the limbs of this dancer, the 
contours of her body, the gestures, the lineaments, the curves and folds. The 
Muse of the poet takes great delight in casting a glance’ at her, the searching 
glance, that would reveal everything of her to him. The present play thus 
makes a departure from the established practice of the Sanskrit dramas. 

The author has a good mastery over the expression and command over 
prosody and rhetorics. There is a classical ring about his composition. His 
verses make a delightful reading. Who could have believed that the present 
play is the author's composition when he was just a young student ? But 
then -genius knows no limitations of age. The present case also reminds us- 
of another parallel instance of that of Ambikadatta Vyasa, who wrote 
his masterpiece, the Samavatam, when he was barely seventeen. 

We have in the play the description of all the seasons. First we take up 
the winter season. It is described here as the manager of the drama perform- 
ed by nature, the actress ; 


l. Fourth act, Pe 85. 
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TASS iagat 
-afir aragna d 
mts stagot: Tasse q- 
AAAA AIT: di 
“The sun in the sky has become like the moon, the waters have frozen 


hard into slabs of ice and the wind too is taking the life out. This (winter) 


indeed is the stage-manager of the new drama, the manifestation of Maya.” 
After winter, there is beautiful and charming spring. Nature prepares 


herself to welcome it: 
TATA Taare Ty 
fraheraragarett cert TTT | 
arate Tae frais 
aR A get arm quer: 12 
"This grove of trees has grown fresh 


blooming flowers of the creepers. 
peerless new look. Welcome is the S 


Sprouts. Here shines the row of 


This forest range indeed is wearing 
Pring season.” 


er.. Every one js uneasy. Candraketu 
) season to his friend Vasucandra : 


TEATS TT qus 


make the blood fl 
The charming m with the fusillade of his ioe. oo the bodies of his 
enjoying : USIC of the rainy Season following summer is worth 
SNES Sgi? 


2. Second act 
» p. 36. 
3. Third act, p. 56. 


~ : pis 
a ty aes ? 
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sgag g faery 
Teas g Te dfsssnramD gi 
| The rainy actress appearing here on the wide stage of the sky 
with her side-glances of lightning is performing music with the drums beating 
in the form of thundering (lit. lofty) clouds sending down delightful showers 
in order to remove the torment of heat." RUE 
After the rainy season there appears winter : 


qaaa soaa mi- 
fad fai crane qq | 
afea aat 
aq saaa aad Wu: du 
“Here we have autumn before us cheerful as if, turning everything 
white—the sky by the flocks of flying white-feather birds (swans etc.), the 
earth by the blooming white lotuses and the waters of the rivers and the 
lakes (by settling their impurities).” 
Again we have the description of the Himalaya found in the following 
verse which is reproduced below for the delight of the readers: 
qaaa SA SAAS! Ald AAAS 
lem: gels wrfeememme | 
Sex AAA Al rud Caras Came 
aha wafatrarefaet aafaa dtfa 1° 
“The Nature Divine, inherently charming, is engaged in her playful 


activities day and night on seeing the lordly mountain, her own befitting 
residence, comforting in all seasons, a mine of precious stones, the mountain 


. which is an artistic playhouse of the one store of beauty and is frequented 


by lovely birds of many kinds." 
The description of rivers is very charming. They are described here 


as little children playing freely : 
Ses Tere PST CCIEEETRT- 
SITE RT Ag ATA: | 


l. Fourth act, pp. 74-75. 
2. Fifth act, p. 92. 
3. First act, p. 1l. ' 
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fevérxeraxfas ewe quer: 
mier dura f: wee 1i : | 
"(These rivers) on account of the speed of their streams of water 
rushing down the lofty peaks of the mountain, bounce on the mighty rocks 
jutting out and pour out water looking like the masses of foam. Are they 
playing like children in their parental home ?" re | 
Apart from the description of seasons there are descriptions of other 
aspects of nature too. As an illustration we reproduce . below th 
tion of the young one of a deer which is highly natural : . 
angie ferttfsare: 
RT TT EE JETA: | 
ee fereegfegregasd 
SISTERE TART STI 112 
" The young one of a deer with its limbs shrunken with cold though 
eager to suck the milk of its mother is unable to open its mouth, its bright 
teeth having been tightly locked up." . . 
Another illustration is furnished by the following verse where we have 


the description of the natural laws; the Inexorableness being imparted to 
them by the Lord, the Great Regulator : 


STESTTEBSTT. RAT WATE vpn vofir 
Trea S cffeed aret fran qq I. 
wast weet ya stafir ag afamat qup - 
Tanana wife frat at fira q: y3 
“That the sun ri 
urse daily morning 


e descrip- 


the author de 


scribes natu 
the trees 


rein a different way. He 
to be a reporter: | 


l. First act, P. 12, 
2. First act, p. 2, 
3. First act, pp 7.8, 
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adaa Tem. 


A &veTUT JARN TAT IAT it 

d d Ed He n s lotus plants, proceeds with hurry to meet 
aste, the shade of the trees advances to the 
eastern quarter to tell it of this act of his." 

The rivers appear like the abhisaribas : 

^00 WII: qfear feifeoqt 
fafgagiartet SEIAT: | 
ATATILHT A ASA esed fq 
aafaa afaaraaasa: tu? 

“On the approach of the rainy season these rivers, the impetuous young 
damsels, move onto the ocean, their husband. They are eager for union. 
They are filled with the waters of fresh clouds. They have corroded the 
banks and exposed their eddies, their navels." 

The author has a passion for metaphor (rupaka). As an illustration we 
quote the following : 

qR yg gentia: 
Spese fast TESTRTRT: | 


AA AAU ear ar qestaT 
77 wafer mer fafa aara: 11 
“These rows of creepers in the forest appear like lovely women,with 
the humming of the hovering bees for their sweet songs, with blooming flo- 
wers for the beautiful rows of their teeth and with the shaking and | lovely 


* 


tender leaves for their hands." 
The grandeur and beauty of the city is worth enjoying at the time of 


the coronation of Candraketu. This description is very vivid and charming : 
qafaeareatfadtat gatfadtat Rag agma: sara srrfarat smart 
afaegagatat PUTET. qafa xut aqui  qeHARDPTgr- 
WIEN: Flatt ASHAe:, Aart Wat 
ge We Agaga gea, Seng 
r mafaa, Sfagrs muuuifeumr, usd IAT- 


quac RITU, F 
qug, th afr STREET TRI 
(EUETE ELE S HER LOS LE Go SZqasI, 
cemere, nieeaeauratesena 


]. Third act, p. 59. 
9. Fourth act, p.77. 
3. Second act, 4l. 
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THEA: TM: TAMSHT AA LTA 0 | 

At some places are heard the sweet and auspicious son£s, pleasant to 
"the ear, of sweet-smiling brides; at some, the svasti mantras chanted by the 
Brahmanas well versed in the Vedas; at others, beats of tabors and at still 
others the strains of the resounding (strings of) lutes in the fifth note as the 
principal one. On every path are walking the charmingly-dressed citizens 
whose clothes are perfumed with the scent of Ketaka. At every square pious 
men are delivering holy sermons showering the nectar of Vedic teachings. 
From every house there arises the sweet smell of odorous oblations offered in 
sacrifice. In every courtyard there are pillar-like plantain trees with their 
leaves and shoots. On every pillar are hung the tender mango leaves. On 
every door are suspended garlands. In this manner the entire capital city is 
adorned with citizens whose minds are overflowing with joy. 

The play is generally written in the Gaudi style with its long and diffi- 
cult compounds which are found even in prose. A couple of examples would 
suffice to prove the point : 


44, Fai ARAETA AEA Taga AAAA TAT- 
faaagaga faaata aala? v | 
Now my lord, we are surely on the Himalaya, the holy region in which 
the forests are covered with thick coates of snow, whose lofty peaks abound 
in thousands of such springs from where clear icy cold water is coming. 
sr srfererferferergafiraveereferarfarrnramrafufaqenpenu: ARANEA- 
UGTA Ua TAT: | | 
"Here is king Candramauli whose lotus like fair feet are illumined with 
the lustre of the crest jewels on the crowns of all the kings making obeisance. 


He is a lion for the herd of elephants of all his haughty foes. He is the light 
of the Lunar race,” 


jJ. Sixth act, 107: 
2. Firstact, li. 
3. Third act, 62. 
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Prataparudravijayah 
INTRODUCTORY i 


The play Pratāparudravijayah or Vidyanathavidambanam is written by 
Dr. V. Raghavan and is published by Punarvasu, Madras in 1969. It is a par- 
ody in four acts on PratáparudrayaSobhüsanam or briefly the Pratüparudri- 
yam of Vidyanatha. It has 31 pages. 
PLOT 
First act — The play opens up with a dialogue between two citizens of the Ka- 
katiya capital Ekaśilā. Prataparudra starts out on a victory expedition. The 
clouds of dust raised by the marching forces soar up to the heavens obscuring 
the sun and its lustre. The very earth seems to be rising up to the heavens. 
The sun being thus obscured, darkness sets in too early, upsetting the daily 
routine of everybody. Brahmanas, who have just had their midday meal, has- 
ten to perform their evening Sandhya. Women start doing their evening toile- 
tte before time, birds flying back to their nests too early and bats and owls 
moving, and the temple priest, anxious to partake of the offerings, welcomes 
the untimely darkness and is hurrying up the evening worship of the deity. 
The dust has reached heaven and Indra and Saci talk about it. The waters of 
the celestial Ganga are rendered muddy withthe dust raised by the mar- 
ching army. In heaven also, the evening has come too early. Madana is not 
able to collect the evening flowers, his weapons. Indra enters the Nandana 
wood with Saci. Dust gets into the eyes of the latter and into the thousand 
eyes of the former. Blinded by dust Saci falls into a swimming pool. 
Second act—There is a forest belonging to an enemy king who has been driven 
out of his kingdom by Prataparudra and where the deposed kings have taken 
refuge depriving even Yogins of their usual diet of wild fruits and roots. A 
sylvan deity enters and describes the distress of the cattle and the deer. A 
friend of the sylvan deity gives the information that all this change is 
due tothe prowess of Pratāparudra. They are joined by the deity of Nan- 
dana. She deplores the effects in heaven of Prataparudra's victory expedition, 
nd the efforts of the ASvins, moon and others 
ddenly hot winds blow which is explained as 
y kings and their wives. Indra in 


the particular distress of Indra a 
to relieve it ‘and their futility. Su 
due to the hot sighs of the deposed enem 
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distress, attended upon by the A$vins and others, is introduced. A T 
comes andinforms that when heaven was thus enveloped with dust an 
darkness, the demons emerged and carried away Saci as ransom. Then en- 


ters darkness itself and the whole of Amaravatiis plunged in it. Indra con- 
sults Brhaspati who admits his helplessness. Suddenly, the king of the de- 
mons enters, leading his demon army against the heaven and the gods. 
Third act—Matali, Indra's charioteer is thinking of fetching God Siva in order 
tosave heaven and the gods. Narada, returning from a visit to God Siva. 
conveys the latter's message that Pratüparudra, his great devotee, should be 
brought from the earth in order to save the situation in heaven. The king can 
be found at that time, in that mountainous region whichis watm with his 
valour and cool with his glory, where boththe padma and the kuvalaya 
bloom at the same time and where both the Sun-stone and the Moon-stone 
are to be seen, the fcimer blazing and the latter melting. Enter two gods 
hiding somewhere in the despoiled Nandana wood. They are joined by a third 
who describes the condition of Amaravati after its invasion by the demons. 
Suddenly a brilliant light appears. It is somebody coming up to heaven from 
the earth in Indra's chariot driven by Matali. Narada informs that it is now 
otherthan Pratüparudra who will destroy the demons and restore Ama- 
ravati toits former glory. When they arrive, Prataparudra first greets Narada 
and goes on to where the forces of the demons are. When, with his tremen- 
dous lustre, he approaches Amaravati, all the demons are automatically . 
destroyed. Pratüparudra is, indeed, God Rudra himself. 

Fourth act—Matali, while rejoicing at the destruction of the demons, deplores 


| that some of the eyes of Indra have lost their vision due to gazing at the dazzl- 


ing lustre (Pratapa) of Prataparudra. No cure has been found. The ASvins are 
helpless. Even the. cool soothing light of the moon is not sufficient. Something 
more powerful is needed. Suddenly there appears an unheard of whiteness, 
like that of a special moonlight. Now enters an alarmed Siddha and he anno- 
unces that the flood of Dissolution is spreading everywhere, engulfing every- 
thing. Others, equally alarmed, rush in and confirm the news. It is the cool 
whiteness of the glory (kirti) of Prataparudra which is spreading everywhere 
resembling floods of the milk ocean. Entering the interior of everyone of the 
thousand, it cures the ailment in the eyes of Indra. Now come Siva and Parvati 
with Narada. They are going to Amaravati. Every one follows them. They 


er. Indra rejoices over the 
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the restoration of the glory of Amaravati but cannot understand as to how the 
dust, the darkness and finally the unique whiteness like that of an ordinary 
moonlight came into being. Indra and Pratüparudra greet god Siva and the 
others (Brahma, Visnu, Narada): Siva addresses the assembly of the gods 
and informs them that all that has happened is due to the prowess 
of Prataparudra. A celestial voice announces that Pratüparudra will 
enjoy the lordship of heaven together with Indra. An apparently 
alarming redness now spreads everywhere but itis nothing else than the 
love (anurdga) for Prataparudra of the celestial nymphs, captivated by his 
glory (kirti). Siva now announces the coronation of Pratüparudra and asks 
him to share Indra's throne. From His own head he pours Ganga water on 
Prataparudra's head. Musical instruments are played and flowers showered 
on his head. The celestial nymphs dance. Siva calls upon Brahma to pro- 
nounce the benediction ; but words do not come out of Brahma's mouth: 
Sarasvati is not there, she has gone elsewhere ! So Siva thinks of the poet 
Vidyanatha, to whom she has gone, and he appears at once, Siva extols 
him. Vidyànatha comes forward and pronounces the benediction in a loud 
voice. | 
CHARACTERIZATION Ree 
The play being a parody on the work of Vidyanatha there was little 

scope of originality in characterization. The entire story hinges round one 
character, Prataparudra, the king of Ekasila. Other characters like Indra, 
Saci, Brhaspati, Narada, the gods and the demons are introduced only to 
glorify his character. Pratüparudra is brave, generous, chivalrous, in short, he 
is Rudra himself. n | 
CRITICAL APPRECIATION | 

^ The Pratüparudrayafobhnsanam or briefly the Prataparudiyam of Vidya- 
natha is a work on the Alankdarasastra, belonging to the early part of the 
fourteenth century A. D. The peculiarity of this work is that the author 
illustrates every concept and technical point in poetics and dramaturgy by 
his own verses glorifying his patron king Prataparudra, of the Kakatiya dyna- 
sty of Warangal, called Ekasila in Sanskrit, in Andhra. Though the work has 
the merit of being a complete and comprehensive treatise dealing with the 
whole field of both poetics and dramatur£y, the student and the teacher soon 
tire of it because of the extreme monotony of the illustrations which sing 
the praise. in a conventional and exaggerated manner, of the same individual, 
the author's patron Prataparudra, the local king. Included in the Pratapa- 
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am and given x a point by point illustration of the rules relating to a 


= (oo rudriy 3 z : 
E — drama isa play in five acts called Prataparudrakalyanam, the mari iage of 
E Prataparudra. It depicts the victory expedition (digvijaya) which the young 


prince takes out to conquer the world. He. marches forth in the four 
o directions and the countries mentioned as having been conquered by him 
k e A are Kalinga. Pandya, Anga, Vanga, Malava, Cola, KaSmira, Nepala, Suhma, 
E Kamboja, Sevana, Gauda, Lata, Simhala, Karnata, Bhoja, Kerala, Paiicala and 
p Kikata, On his return after this world conquest heis crowned as king, his 
marriage (halyàna) with the Earth, Vasumati, being thus celebrated. - 
— tis but natural that sucha grossly exaggerated piece of. eulogy, 
unrelated to reality, should provoke a parody and it was Dr. Raghavan who 
was inspired to write it, His work in four acts, the Prataparudravijayal, is 
otherwise called Vidvanathavidambanam, Parody of Vidyanatha. It is an 
extension of the exaggerations, hyperboles and conceits indulged in by 
| Vidyanatha in his illustrative verses and the panegyrical drama. The story 
EX is a continuation in the same trend as seen in the original of Vidyanatha. 
ae The plot of the play given above affords us an idea of the conceits and 
CHEER — hyperboles in Vidyanatha’s own style, with which the author works out his 


Parody. They show the authors (Dr. Raghavan's) deep and complete 

TERN saturation with Vidyanatha's work and with the conventions that hold sway 
E Over later Sanskrit bavya literature. Out-Heroding Herod, he says, in 
$ A one of his verses herey While Siva burnt Kama with his third eye and 
TIGE Tripura with his smile, the mere approach of Pratdparudra was enough to 
C OHNE reduce all demons to ashes : | : 


. Wem grammes wedraafr aaam: i | 
n ec play proceeds, Dr. Raghavan displays all the familiar devices 

Nahas Se paet, Where necessary, he knows how to match sound with 
NS Se dh EA ee. em mention below the verse where the rising 
woes OF Gust thrown up by the marching arm à i 
EASE T ; | y of Pratàpa ng an 
—— . . illusion of massive clouds is described : eee crearne 
E 0 . SeTWeISueeqvd cest gesife fewer: | 
rere Pere: gesvrad rem: 112 
(0 Quite well constructed and made up of lively 

OUI ES e form of questions and answers between 
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shocked by the sudden changes wrought in heaven by the clouds of dust 
raised by Prataparudra’s army : 


fa & tfa zw ? finr fff wx rare eg: 
MT yamie: ganang Cara: d 
fa at cafe ? gà faefugusdanr ur fera 
faa fe afde aaaf verom adele: 12 
“O Paulomi, what troubles you ? Dear, why are the desire-yielding trees 
withering ? Don’t be sad on this score. Come let us visit the pond. What is 
there by the day ? You simple-minded, it isa wonder that it is in full bloom. 


"What is there to wonder at that the entire world is being flooded by the 


fame of the king, generous and valorous.” 

In the preface to the work Dr. Raghavan gives the raison d' etra of its 
composition. It was the reaction against the poetry of Vidyanatha where-in 
had been worked the stock-in-trade of the medieval Sanskrit poets : their 
description ofthe victorious military expedition, the bright or red prowess, 
the pure or white fame, the sorrow or the darkness of the vanquished kings 
and their harem, huge clouds of dust, the deafening noise of wardrums, 
horses, elephants etc. ad nauseam. Even while studying Vidyàánatba's work 
prescribed as text in Sanskrit Honours M. A. Course in Madras Dr. Raghavan 
had composed and jotted a number of verses parodying those in the 
text. It was in 1931 that he wrote the present play for he had the feeling all 
along that the verses he had composed earlier in his younger years were not 
adequate to emphasize the nature of the Jater decadent court poetry in 
its stereotyped figures and fancies. He adopted the technique of extending 
further in his play the stock RUpakas, Parindmas, Bhrantimans, Utpreksas, 
Atigayoktis and Atyuktis and to make the imaginary world called up by these 
figures of poetry into actual facts, i.e, to put in the technical language of 
Poetics, to make the baviprau dhobtimütranispannavastu into a lokasiddha- 
vastu and to work out the consequences of the same into a humorous theme. 
Though written asa parody the work shows sufficient originality of the 
author. The poet in him not unoften manifests himself. Some of his similes and 
images are quite charming and go straight into the heart. Even some of the 
older oft-mentioned comparisons and similarities receive from his hands an 
artistic touch which cannot but captivate the minds of the connoisseurs. As 


l. P. 6. 
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invites Saci 
an instance we may mention the following stanza where Indra 


to sit with him under a mango tree round which winds a ere es pcs ya 
its flowers in bloom, bumble-bees buzzing around, leaves sha 3 a 
and laden with fruit resembles his beloved with her radiant face, bic 
long tresses, quivering in the breeze and full bosom : 
s yeu safai, seer enfe 
"T saaga rga IST | 
SELLE ERSTS] ee aaa WD 


qaradi aa aca sat aaraa 1: 

‘The author is at home in short idiomatic sentences as in long com- 
pounds with their dignified and majestic gait in recitation. The first two long 
lines in the following verse make up just one long Samása. 

sTcertferfaferfafrae qa cae — c 

araealferqatmutfesraeregareretaTq HT. 12 

In contrast to this is the first stanza uttered by the celestial voice : 

SHAT AAC a aafaa 

TMM Ala STUNT a. 

fare rere faga] favere 

rire, faferaerarar aega 1 
because itis made up of short self-sufficient phrases in which there is a 
harmonious combination of nouns and verbs. To misunderstand the speaker' S 
meaning by hearing the first word only and by not having in one's agitation, 
the patience to listen to the whole sentence’ and consequently throwing 
oneself into a flurry is a device often used by Sanskrit poets. Indra's state 
of mind after the loss of Saci and the absence of any news about her gives 
the author an opportunity to use this method with great effectiveness in 
describing the interview between Indra and a spy in the presence of 
Brhaspati : | 

(aaa sfaum 3) : 
ac: — fret aai madana aratex saaa eft 1 

mego — WEE, qur | (Sfr eR ETE) warf | src afeagataTa: | 


P? 


tis a ini 
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gecata: — qa[aetrd TANITA | | 
Toyo — ara p aati (sfa meat wx saan) wd caret, STAT WSUT | 
at: — WAY "Es | dies 
geo — fasat ! atat — (grate ) 
cc — su bf anfang arg | ger bom a cei WU | 
ggo — anre ! dietfraTe ig: Ser wf WuT ap puer uc 

"CT he spy entering with a flurry) 
Spy — Report it to the lord of heaven that a spy has‘come. 
Chamberlain — O.K. So will it be. (Approaching Mahendra) Sir, some spy 
has come. | 
Brhaspati — Usher him in quickly. | . , 
Chamberlain — Allright noble one: (Going and ushering the messenger) 
Here is the lord. You meet him. i 2 v - T 
Spy — Victory to Mahendra ! 
Brhaspati — Indra, Paulomi (having half uttered) a 
Indra — Ah, darling, embrace me. Well, how is it that I don't see her. ? 
Brhaspati — Lord of Saci, I was about to:say that a person bringing 
Paulomi's news has come." | 

When the occasion arises, Dr. Raghavan can so fashion a stanza that 
cannot only suit the context but can also serve the purpose of subhdsita, 
that can be used at all times, as for example. 

qq far MAAT BAT LATAT D 
qarana TX VATATAT Gossett gun gg: : 

All this-has been possible because the author has combined, witha 
Sreat deal of imagination, the motifs and conventions in which the vast 
Sanskrit literature ‘abounds. His mastery over the technical side of a Ravya 


is obvious at every step. While he observes, on the whole, the rules. laid 


down by Bharata and his successors in regard to drama, he’ does not do.so 
slavishly. The play is not sought to be brought under any of the recognized 
kinds of drama and is designated simply as a rupaka, a dramatic representa- 
tion (hence its inclusion. among miscellaneous: pla ys). l 

Another technical aspect of a kāvya is the metre in which the stanzas 
are composed. Here. Dr. Raghavan displays not merely variety but also a 


fine sense of appropriateness. Avwe-inspiring subjecs are described in long 


YY P. 13. 
2. P. 2. 
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ignifi in recitation while objects of 
aving a stately and cue M metres, producing thereby a 
d^ Rai stanzasin the NS Ier 
used range from the simple Anustubh and Arya, 
am pied Hari. Vasantatilaka, Praharsini, Sikharini, Viyogini 
Salini, Bhujangaprayata, Mandakranta and Sardülavikridita rght up to 
Sragdhara with its twenty-one syllables to a foot. The. rhythm of everyone 
of these metres is well preserved and they read excellently well. | 

Now a word about the humour in the play.. Because itis a parody it 
has no dearth of it. On account. of the hyperboles and the excesses in 
which it, like the original, indulges makes it thoroughly enjoyable. Dust 
raised by Pratüparudra's army entering in the ten thousand eyes of Indra 
giving him terrible pain and his cursing of them for that (uaracmrs- 
Aare Us alert fay were: aRar agyy agaaa wate sad 
araarnisaay iat fan ! genaam pip | wer sania, wane eftentfceay ! 
TUM AAG i gaga, Ext gagra 11) and Saci's fall in a pond 
due to the loss of vision and its turing into mud (gr sw amg asf qafqar- 
TH HAAN Ady... AA Issaq )' cannot but force smiles on the faces of the 
readers. So does the conversation of the three gods hiding in a corner of 
the Nandana out of the fear of the demons. 

All this is very creditable indeed, especially when we remember that 
though published only now, the play was written long ago when the author 
was still a youth having just graduated from the University. Dr. Raghavan 
has had a very successful career of research as his many publications testify. 
But behind the vidyan, there was always the kavi waiting to be fully 


revealed. The author seems to have heen conscious of it too, though he 


preferred to develop at first the other side of his talents. On reading the 


present play, after having read earlier some of his other creative writings as 


distinct from his critical work, one feels that he may have really received 


the special bless; ; . , 
ae Us lał vlessings of Sarasvati, as expressed by himself in the following 


awe erp cotaditgar— 
TMT et BATA is 
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metres h 


a more homely nature are depi 
relaxation. They are altogether for 


l. P. 8. 
2. Ibid. 
3 P.2. The treatment of 


the play is gene , 
Iyer and the author's own Preface to aay See Fore wordiot Eppt. EAS 
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